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ABSTRACT
KATE CHAD WELL GALBREATH: A study of Romantic characters in Modem fiction
(Under the direction ofDr. Greg Schirmer)
This thesis will deal with the breakdown of Romanticism as it occurred through certain
characters within Modem Fiction. The selected texts for this study include Tess ofthe
D 'Urhervilles by Thomas Hardy, Lord Jim by Joseph Conrad, A Portrait ofthe Artist as
a Young Man by James Joyce, and Mrs. Dalloway by Virginia Woolf Each text is a
novel of the Modem period whose title character possesses the qualities typical ofthe
Romantic Movement in literature. The texts span a time period ofthirty-five years; their
publication dates extend from 1890 to 1925 in the order listed above. The Modem period
of the early Twentieth century was a time of great change. Authors dismissed many of
the idealistic ideas of their predecessors. While Romanticism remained a force in
Victorian literature, authors ofthe Modem period attempted to dismiss Romanticism
entirely. One method of doing so was through the Romantic characters they created:
characters like Tess, Jim, Stephen, and Clarissa Dalloway helped to demonstrate and
disassemble Romanticism in the Modem age.
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Introduction
The belief in the inherent goodness ofthe heart and mind are essential for the
Romantic. Likewise, Romantic philosophers believed nature to be basically good as
well. In his critical book on Romanticism, Natural Siipermturalism, M H Abrams points
out that both Milton and Wordsworth agreed that “the pagan Elysium and Islands ofthe
Blest need not be limited to the realm offantasy, nor need the Christian paradise be a
paradise lost...” (26). Milton and Wordsworth proposed very different solutions for the
rediscovery of paradise and the salvation of man: Milton presents Christ; Wordsworth
presents the intellect.
For the discerning intellect of Man
When wedded to this goodly universe
In love and holy passion, shall find these
A simple produce ofthe common day.
In these few lines, Wordsworth has asserted the central beliefs ofRomanticism: the
belief in the “intellect of Man” and his “goodly universe”(Wordsworth in Abrams, 27).
Abrams goes on to cite Heinrich von Kleist for his formulation of“the great-circle route
back to paradise” in 1810. This theory comes precisely in the middle ofthe Romantic
period and asserts that Man’s fall in Eden was not a fall into slavery ofthe mind but
rather a fortunate fall into freedom ofthe will. Though “paradise is bolted shut” there
exists the possibility of entering Eden through a different gate by way of human means:
“perhaps it is open again somewhere on the yonder side. ..Then we would have to eat
again of the tree of knowledge in order to fall back again into the state ofinnocence? To
be sure” (Kleist in Abrams, 221).
Ideas ofthe Biblical Eden parallel ideas ofthe Golden Age, and regardless ofthe
thoughts of Romantic writers on the actuality of a Biblical Eden or a Golden Age parallel

2

to Eden, there does run throughout Romanticism the idea of a quest for salvation.
German philosopher Hegel remarks,“ ‘the mosaic legend ofthe Fall of man has
preserved an ancient picture representing origin and consequences ofthis disunion...’
whose power of survival over thousands of years is a sign that it incorporates a content
which the philosopher ‘cannot afford to neglect’”(Hegel in Abrams, 220). Wordsworth,
the premier Romantic poet, addressed the fall of man and attempted to reconcile what he
saw as the cleft between Man and Nature through poetry, most specifically through his
Prelude. Coleridge explaines Wordsworth’s plan as affirming “‘A Fall in some sense, as
a fact,’ and then to present “a scheme of Redemption which will be “a Reconciliation
from this Enmity with Nature’”(Abrams, 222-223). The philosopher Schelling thought
of redemption as a “mankind’s return to a lost unity” or “a journey back home”(Abrams,
223).
Underlying the “journey back home” is the idea of Romantic possibility: the
Romantic view in the goodness and power of mankind’s intellect to make that journey
towards unity. “With life and nature purifying thus/ The elements offeeling and thought/
And sanctifying, by such discipline/ Both pain and fear until we recognize/ A grandeur in
the beatings ofthe heart”(Wordsworth’s Prelude, Penguin 318). For Wordsworth,
nature sanctified feeling and thought and developed a recognition ofthe grandeur within
the human heart. Through feeling, thought, and intuition, one could commune with
nature and receive sanctification leading to self satisfaction.
In his Glossary ofLiterary Terms, Abrams defines Romanticism as simply as
possible. He cites “Wordsworth’s Prelude, Blake’s visionary and prophetic epics;
Shelley’s Promethius Unbound, Keats’s Miltonic epic, Hyerion, and Byron’s ironic
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conspectus of all modem European civilization, Don Juan'' as being audacious displays
of“Man’s unquechable aspiration beyond his limits, which to the neoclassic moralist had
been his tragic error, now became man’s glory and his triumph over the pettiness of
circumstance”(Abrams, 108). According to this definition of Romanticism, the point of
art, literature, and, indeed, all life was to transcend limitations previously prescribed
during the neoclassic age and preceding the Romantic period.
While poetry remained the dominant form of Romantic literature, “triumph over
the pettiness of circumstance” is the underlying plot shared by legions of novels.
Romantic and otherwise(Abrams, Glossary, 108). Thus, it is the character who is
triumphant over such pettiness and perhaps even the horror of his or her circumstance.
Indeed, the present day concept of horror stories both in books and on film is at least in
part due to the gothic genre that sprang directly from the minds of Romantic authors such
as Mary Shelley in Frankenstein (1817)(Abrams, Glossary, 69). Gothic literature
provides evidence of Romanticism’s darker side, for it “develops a brooding atmosphere
of gloom or terror, represents events which are uncanny, or macabre, or melodramatically
violent, and often deals with aberrant psychological states”(Abrams, Glossary, 69). In
terminology, the “Gothic novel” and the “Gothic romance” are the same thing; as such,
one cannot say that Romanticism ignores the problem of evil. On the contrary.
Romanticism exploited evil for its purposes ofthrilling the reader. Furthermore, the
Gothic genre often employed and explored the same elements that compose the most
picturesque of Romantic poetry: the supernatural, the unknown, and the fantastic are
common elements of both the dark gothic novel and the lovely nature poem. Both
aspects of Romanticism reflect a push towards a world beyond common comprehension.
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and both worlds present the potential for hope and triumph on the part ofthe poet or, in
the case of the novel, the character.
A Romantic character is one who embodies the qualities intrinsic to the Romantic
Movement in literature: individualism and intuition, hope and spirituality, goodness,
truth, and triumph. Jane Eyre, for example, is a character with these qualities, and
although Bronte created her in 1847 during the Victorian period, Jane remains a
Romantic character for she rises above her plain appearance and status in life to become
the triumphant heroine loved by all

Rochester and reader included. The book begins

on a dark and rainy day that presented “no possibility oftaking a walk” to escape Jane’s
prison-like home, and ends with Jane happily in love, married, and free. Like other
Romantic characters, Jane is the body of her novel, the heart and soul ofthe story, and the
hinge upon which all other characters and situations rely for relevance.
This fixation upon one single character is an outgrowth of Romanticism, for since
the nature of man was, presumably, goodness and truth, there could be no better place to
situation fiction than around and within the bounds ofthe individual. In the Romantic
period, humanity became supreme, and imagination— that part of man which creates—
became the central focus of humanity. On this issue of imagination, Romantics generally
agreed “Although Shelley was an athiest who would have argued with Coleridge on
theological questions, he would have agreed on the centrality of imagination”(Anderson,
617). “Keats the agnostic declared that he was ‘certain of nothing but ofthe holiness of
the Heart’s affections and the truth ofImagination”(Anderson, 618). “Blake affirmed
that ‘imagination... is human existence itself’(Anderson, 618). Philosopher Jean
Jacques Rousseau proposed that God is not necessarily a supernatural being, but rather.
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he is truth; he is “a creative force or spirit that resides in man and nature,” and Immanuel
Kant suggested that reason is necessarily limited, and “when it fails... one must rely on
intuition and instinct” (Anderson, 612).
With their supreme confidence in themselves and their own imaginations.
Romantic philosophers essentially laid the foundation for limitless heroism within
literature’s heroes.
Characters are the life of literature: they are the objects of our curiosity and
fascination, affection and dislike, admiration and condemnation. Indeed, so
intense is our relationship with literary characters that they often cease to be
simply ‘objects’. Through the power of identification, through sympathy and
antipathy, they can become part of how we conceive ourselves, a part of who we
are (Bennett and Royle, 63).
If characters are the life of literature and have such a power over the reader, then one
cannot properly examine a piece of literature without looking at its primary character.
While Romanticism affects character, a Romantic character also affects form. The
Romantic character is the hero; the book is his or her story. Typically, the novel opens at
the beginning ofthe story and ends only after the narrative has been sufficiently wrapped
up in a neat conclusion. There is only one valid telling ofthe story because there is only
one perspective: the hero’s, and part of being a triumphant hero is being right. Many
pre-Modern theories including Romanticism allowed for this singular view of Truth; to
the Romantics, imagination became the key instrument through which mankind could
reconstruct unity with nature, the self, and even God. “Not in utter nakedness/But
trailing clouds of glory do we come/ From God who is our home:/ Heaven lies about us
in our infancy”(Wordsworth, Ode:Imitations ofImmortality Penguin 141). The
Romantic poet sees those dimly fading “clouds of glory” from which one has come with
the help of nature who “yet remembers/ What was so fugitive” is to return to truth and to
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one’s original nature (Wordsworth, Ode:Imiiatiom ofImmortality Penguin 143). To find
this truth is, in the mind of the Romantic thinker, to find God. As Poet William Blake
professed, God was “not a transcendent God, but ‘the Universal Man’ who, as ‘the
Human Form Divine,’ incorporates deity in himself’(Blake in Abrams, 257). If
characters are the life of literature, a Romantic philosophy equips that character with
infallibility, thus Romanticism provides for its literature a framework of unified form
devoid of the skeptical fragmentation ofthe Modem novel.
Life, however, is not without its changes, and the mid and late nineteenth century
was a time full of new theories, new discoveries, and new philosophies—many of which
were detrimental to the Romantic beliefs that had shaped literature so vividly in both
form and character. With the publication of Darwin’s Origin ofSpecies, science declared
that nature was not good; instead, it was naturally, and oftentimes violently, selective.
Darwin made it difficult if not impossible to confidently state as Wordsworth did, “not in
utter nakedness/ But trailing clouds ofglory do we come/ From God who is our home”
(Penguin, 141). God became no longer needed for his role in creation, and man became
an incidental byproduct of evolution and natural selection rather than a planned creation
bearing the image of its God. Rather than possessors of god-like glory, men became
equals with all other elements ofthe natural world and equally as subject to extinction.
Darwin had made Wordsworth’s nature cruel” (Tindall, 360).
Philosophies ofthe time concurred with Darwin’s dismissal ofthe idea of human
supremacy by denying the existence of God. With the dismissal of God came the
dismissal of absolute Truth and furthered man’s inability to believe in himself The
Romantics had fashioned a belief in God that was centered around themselves; if God
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was, as Blake asserted, “the ‘Universal Man,”’ then the death of God undermined any
self confidence the Romantic thinkers might have had. God seems to become merely a
concept rather than a being in Romantic theory, and as such, his existence depends on
man’s faith, and mutual faith often linked one human being to the other. To claim, as
Neizche did, that “God is dead” is also to destroy the Romantic thinker’s common ground
with his fellow man. Wordsworth’s quest in the Prelude, for example, was not an effort
to reconcile or redeem only himself, but a quest for all mankind as well. Indeed, without
God, there is no higher standard and there is no need for redemption or reconciliation—
redeemed from what? Reconciled to what? If“God is dead,” the Romantic Man is dead
as well.
In true Modem form, Sigmund Freud answered this identity crisis by studying the
human mind; he attempted to define humanity not by looking out but by looking inside
the mind through the study of psychology. Modernism did not discard the Romantic
fixation on the individual; rather. Modernism simply took a different view ofthat
individual. “Unsettling a world unsettled by Darwin, Planck, and Einstein, Freud brought
order to settle it again and light to country that Rimbaud, Dostoyevsky, and many more
had ignorantly explored” (Tindall, 318). Furthermore, Freud defined the unconscious as
“sexual, primitive, and childish, hence abhorrent to the civil ego and carefully
suppressed” (Tindall, 318). As the deepest part of man, the unconscious was limitless
and dark, as mysterious and multifaceted as any gothic castle ofthe Romantic period.
Freud opened an entirely new dimension in the creation of characters. “From 1910, when
Freud’s doctrines were first received in England, new conceptions of the personality and
of the motives of conduct, new ideas ofgood and evil, gave the novel a character that
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filled the conservative with discomfort and sometimes alarm” (Tindall, 319). The enemy
and the hero could be one in the same. Thinkers like Darwin and Freud and events such
as industrialization, colonization, and most extremely World War I shattered any
remaining notion that man was basically good. Ideas ofthe time combined and built
upon each other, and the new view of man left him with no transcendent imaginative
ability, no Absolute Truth, and a profound potential for chaos and the unknown both in
the world around him and in his own mind. As Yeats said in 1920, “things fall apart, the
center cannot hold” {The Second Coming, 89). During the Modem period, there was no
longer any center.
Forster’s solution to the impropriety and inadequacy of Romantic theoiy was his
own very Modem statement with which he begins his novel Howard's End. “Only
Connect” (Penguin, iii). It is a humanistic attempt at the creation ofa new theory to
replace the idealism of Romanticism that had characterized the Romantic and Victorian
periods. The Romantic desire for unity with nature or the spirit world became a desire
for meaningful communion with one’s neighbors through actual, physical interaction.
There was no longer a need to reconcile oneselfto truth, for there was no one single tmth.
Different individuals with different and equally valid viewpoints composed society in the
Modem period.
With the changes in the understanding ofthe world and each individual’s role in
it, literature, understandably, changed. Thomas Hardy came on the heels ofthe
nineteenth century and while he wrote in the typical style ofthe Victorian novel in Tess
ofthe D TJrberville's as well as his other novels, he presented a vision ofthe world that
absolutely crippled his reader’s ability to adhere to Romantic theory. The novel is
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shockingly depressing, and not surprisingly, it did not meet much praise upon its
publication. Hardy’s irony provides a minute degree of pessimistic comic relief: Tess’s
life could not be worse. Tess is an unassuming countiy girl who exists first to be
corrupted and finally to be crushed by her fatalistic universe. Hardy presets a clear view
of evil in the world and the destruction of a character who embodies the Romantic ideals
of goodness and innocence. The child-like beauty becomes a murderess by the end ofthe
novel. She dies tragically, for death is the only option for one so ill suited for the pains of
her world.
Joseph Conrad published Lord Jim in 1900, 10 years after the publication of
Hardy’s Tess ofthe D TJrberville X revealing not only a dark view ofthe universe, but
also a dark view of the psyche of his main character and the fragmentary nature oftruth.
Both the narrative and the character are disjointed; Jim is a Romantic character in that he
desires to be the sailor, adventurer, and explorer ofRomantic literature: a modern-day
Robinson Crusoe. Jim’s desired self and actual self are in constant conflict with one
another, for his desired self, a Romantic hero of impossible caliber, is no more than a
figment of his imagination. Jim’s connection to nature and specifically the sea only
further the character’s Romanticism, but Conrad develops the dark and indifferent side of
the sea and of nature as a whole. While the sea offers Jim a chance for heroism, Jim
deserts his ship rather than rising to the challenge, and the failure haunts him all of his
days. The haunting occurs solely within the bounds of Jim’s own mind, revealing a
character who is mentally in pieces. Conrad tells the tale through multiple narrators who
come and go at different locations throughout the novel indicating the fragmentary nature
oftruth through storytelling. One narrator’s tale of Jim is no more or less true than Jim’s
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tale about himself: doubt rests on every perspective. Furthering the brokenness ofthe
novel is its time-line, for it has none. Conrad constructed the novel in pieces and while
the form and setting are Modem, Jim is not, and thus, like less, he will die.
James Joyce’s Portrait ofthe Artist as a Young Man is also a fragmented
narrative with a Romantic character. Joyce provides an ironic critique of Romanticism
through the supposed successes of his main character, Stephen Dedalus. Joyce’s novel is
absolutely packed with political, religious, literary, and classical allusions; the genius of
the novel is that Joyce manages to combine all ofthese elements into one single novel
about a boy coming of age in Ireland. Stephen grows readily into an arrogant artist and
philosopher; his career and his words are frill of Romantic hope and vision, and the novel
is unique for its presentation ofthe successful growth and development of a Romantic
character within Modernity. Indeed, the irony ofthe novel and thus Stephen’s success or
lack thereof depend directly upon the perspective ofthe reader. Taken in a more ironic
sense, Joyce foreshadows Stephen’s ultimate fall in the Modem world. He is too
Romantic and demonstrates his Romanticism time and again through his disconnection to
the world around him. Furthermore, Joyce’s use of allusion and language suggests an
inevitable fall for Stephen.
Finally, Virginia WoolfsMr^. Dalloway vividly portrays Forster’s “only
connect” theory. While the previous three novels primarily deal with Romanticism by
simply disapproving of it through their main characters, Virginia Woolf demonstrates
both the flawed Romantic character and the heroic Modem existentialist. Mrs. Dalloway
displays the faults of Romantic theory through the character of Septimus Warren Smith.
Woolf, however, then goes on to articulate a solution for her reader through the title
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character, Clarissa Dalloway. Written in flawless stream ofconsciousness form, Mrs.
Dalloway demonstrates the madness of Romanticism in contrast to the clarity of Modem
existentialism, humanism, and even athiesm. Septimus Smith is the war veteran and the
poet; his Romanticism has made him literally mad, and by revealing his thoughts to the
reader, Woolf dismisses Romantic theory. While Clarissa Dalloway is not Romantic, she
is still able to understand the character of Septimus whom she never meets. Woolf
herself called Septimus a double for Clarissa {Forward to Mrs. Dalloway by Howard, xi).
Like Septimus, Clarissa delves into thought but in a display of her functional and modem
sensibility, she then rises to the surface of reality, speaking to friends or shopping for
flowers. Her story is not a dramatic event taken from start to finish, but simply a day in
the life of a woman who will throw a party. The party is, in itself, a Modem statement:
community leads to survival, and humanity is relational. Triumph and tragedy exist
within Clarssa’s day; there is no villain and no major event to overcome, but there is life,
and to Virginia Woolf, life is the point.
Each novel focuses on Romanticism through character, and through character, the
novelists are able to “only connect” with us, the readers oftheir novels. Through
“curiosity and fascination, affection and dislike, admiration and condemnation” of Tess,
Jim, Stephen, Septimus and Clarissa, the reader develops relationships in which these
characters can “cease to be simply ‘objects’” (Bennett and Royle, 63). Tess ofthe
D TJrberville's (1890), Lord Jim (1900), A Portrait ofthe Artist as a Young Man (1916),
and Mrs. Dalloway(1922) all bring to life characters who represent the effectively dead
ideology of Romanticism in order to confirm that it is no longer adequate or functional.
On the contrary, adhering to Romantic theory leads to personal dysfunction both for the
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character and the reader. Hardy, Conrad, Joyce, and Woolf attempt to demonstrate that
just as Romantic characters cannot live in the pages of Modem fiction. Romanticism as a
theory cannot work in the Modem world.

1

13

Cinderella Damned:
Tess D’Urberville in Tess ofthe D'Urberville 's
In his much-acclaimed and much-criticized novel Tess ofthe D'Urbervilles,
Thomas Hardy presents the reader with the classic heroine ofthe traditional fairy tale, but
unfortunately for Tess Durbeyfield Hardy forsees a very different fate from the “happilyever-after” to which the reader may be accustomed. Hardy’s novel bridges a gap in
British literature between the Victorian period ofthe late ninteenth century and the
Modern period of the Twentieth. Written in 1890, Tess ofthe D'Urbervilles expresses its
author’s pessimistic vision of life, the nature offate, and the attributes of nature as well.
His vision directly challenges the hopeful Romanticism of earlier poets and authors that
remained a force, albeit a diminishing one, throughout the literature ofthe Victorian
period. Hardy attempted to extinguish any remaining Romanticism with Tess ofthe
D 'Urbervilles and specifically with the character of Tess for she is Romantic despite her
surroundings, and she cannot survive in the modem world of Hardy’s novel. The
interaction between Tess’s unflinching Romanticism and cmel Fate displays the
impracticality of the reader’s belief in fairy tales.
At the beginning of the novel, the reader meets Tess, a simple girl who, like many
Romantic heroines, waits to be saved. Hardy presents her, a virgin in a white dress
dancing around a may-pole in a lush, green field on a bright, clear day. She and the other
girls joyously celebrate youth, fertility, and the spring season in the traditional dance.
The scene is natural in every way, as the outdoor ritual draws its roots from the pagan
worship of pre-Christian times. Hardy consciously passes over the “elder” women in this
scene in order to concentrate on “those under whose bodices the life throbbed quick and
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warm”(Hardy 9). One ofthese quick and warm vessels of life, less is plump with rosy
cheeks; one almost pictures a child after reading Hardy’s description in the chapter
appropriately entitled “Maiden ” Hardy all but states that the group is full ofRomantic
notions; as each and all ofthem were warmed without by the sun, so each had a private
little sun for her soul to bask in some dream, some affection, some hobby, at least some
remote and distant hope”(10). Ofless individually. Hardy claims that she is “a mere
vessel of emotion, untinctured by experience,” and that “you could sometimes see her
twelfth year in her cheeks, or her ninth sparkling from her eyes, and even her fifth... now
and then” (11). This child-like picture of Hardy’s heroine alludes to the Romantic belief
in the purity children (Abrams, Natural Supermturalism, 381).
Unquestionable naivete rests with Tess Durbeyfield, and this innocence
contributes to her goodness. She is not only good because she does no wrong or because
she means well; she is good because she knows no wrong. Indeed, after she is raped, she
cries out to her mother, asking,“how could I be expected to know? I was a child when I
left this house four months ago. Why didn’t you tell me there was danger in men-folk?
Why didn’t you warn me?”(90). In Hardy’s novel, however, every event has purpose
and function. Alec D’Urberville’s rape of Tess is no exception.
D’Urberville robs Tess of her virginity, violating her basic rights and destroying
her purity and eligibility in the eyes of society. He perverts the act she had previously
celebrated so joyfully with the other maidens during the May Day festival, causing an
ironic twist offate as sex and fertility, formerly the cause ofcommunion and celebration,
becomes the forced and unnatural cause of sorrow and isolation in Tess’s life. Not only
painful for Tess physically and emotionally, D’Urberville’s violation is painfully obvious

r
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as Tess finds herself to be pregnant. Her unborn child becomes literally growing
evidence of what society sees to be the consequence of her poor and immoral choice.
Furthering the impact of Tess’s rape, there is unmistakable irony in the identity ofthe
man who rapes her, for he is not who he should be.
According to tradition and cliche, Tess should fall in love and triumphantly live
happily and prosper with her wealthy and wonderful husband. Instead, Hardy provides a
false husband and a false salvation for Tess intensified only by the identity of Alec
D’Urberville and the situation of their meeting. Upon learning of wealthy relatives,
Tess’s family sends her to investigate Alec D’Urberville with the ulterior hope for love
and marriage between the two. Tess’s mother and father see D’Urberville as their
passport to social and economic gain: their deliverance. “Her mother could not repress
her consciousness of the nuptial vision conjured up by the girl’s consent” to meet Alec
D’Urberville despite Tess’s own dark premonition that consenting to visit Alec
D’Urberville would not be wise. Tess should have listened to her feelings; other
Romantic characters had followed their intuition to happiness—indeed, Jane Eyre
followed Rochester’s voice through the wind. Intuition, however, is no match for the
pressure of a family, and inclination without reason (“indeed, I don’t quite know why,”
41) is, in Hardy’s novel, insufficient evidence to merit her remaining at home. Nature
provided Tess with feelings; Fate provided her with a weak roof, hungry siblings, and a
“trump card: her face” (47). Beauty, which should be a blessing, is ironically Tess’s
curse, for it serves to bewitch Alec D’Urberville, an inherently evil man whose presence
Tess cannot escape. In another ironic twist of fate, D’Urberville, the man to whom the
Durbeyfields look for salvation and the man who should logically be Tess’s hero is, in
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actuality, no D’Urberville at all. Thus in looking for salvation, Tess received a curse
from a man to whom she should never have looked for grace in the first place.
Unlike Alec D’Urberville, Tess and her family are, in fact, of authentic
D’Urberville lineage; her family’s history extends back to Norman times(362). Despite
the D’Urberville’s long historical record, Tess and her family perfectly coincide with
Wordsworth’s Romantic criteria for subject matter: they are common. Wordsworth states
in his Preface to Lyrical Ballads, “low and rustic life was generally chosen because in
that condition the essential passions ofthe heart find a better soil in which they can attain
their maturity” and “because in that condition of life our elementary feelings co-exist in a
state of greater simplicity”(Wordsworth in Richter, 303). Tess, her mother “Joan,” and
her father “Jack” certainly possess common names, and their country home is the perfect
simple locus from which a Romantic life might spring. Furthermore, Hardy describes
Tess as a “picturesque country girl” (11). In the first scene ofthe novel after Jack
Durbeyfield receives the news that he is a D’Urberville rather than a Durbeyfield, he
claims the name with pride, asserting himselfto be an aristocrat. The adoption of a new
name, however, does not create instantaneous aristocracy; rather, it lends a dark comedy
to the family for though they claim to be aristocracy, their situation does not improve.
Jack boasts of his “good fortune” to his peers, but good fortune it is not, for the family is
“extinct,” an important word from Hardy who lived during an era when men first began
to learn that they, like dinosaurs, could also become extinct. If the theory of evolution
were true, time had certainly proven the D’Urberville’s unfit for survival, evidenced by
the fact that the family, aside from one alcoholic peasant, now resided six feet underneath
the land they had once supposedly ruled. Tess is the one D’Urberville who has a chance
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to prosper; however. Hardy moves in direct contrast to Romantic convention as suffering
vigilantly seeks out Tess.
Hardy has no sympathy for his sympathetic character, for the plot reveals nothing
but tragedy for Tess as her baby, the result of her forced union with Alec, dies. Tess
names her child “Sorrow” as she baptizes him with her own “unholy” hands, wondering
if the baptism will be sufficient to merit Christian burial (93). In a moment of almost
unusual grace. Hardy presents a meeting between Tess, the grieving mother and the
country parson. Tess begs the parson for his approval of her baptism ceremony.
‘And now, sir,’ she added earnestly, ‘can you tell me this—will it be just the same
for him as if you had baptized him?’ Having the natural feelings of a tradesman at
finding a job he should have been called in for had been unskillflilly botched by his
customers among themselves, he was disposed to say no. Yet the dignity ofthe girl, the
strange tenderness in her voice, combined to affect his nobler impulses—or rather those
that he had left in him after ten years of endeavour to graft technical belief on actual
skepticism. The man and the ecclesiastic fought within him, and the victory fell to the
man. ‘... it will be just the same.’ ‘then will you give him a Christian burial?’ she asked
quickly. ‘ . Ah—that’s another matter’(95).
Hardy purposefully allows for hope only to bring future disappoint to both the reader and
Tess, for the minister will not grant a Christian burial. Thus, Tess’s baby, “Sorrow the
Undesired—that intrusive creature, that bastard gift of shameless Nature” who she has
loved in spite of his origin, is inevitably, eternally, and unintentionally condemned (95).
Hardy ends the pitifully sad chapter entitled “Maiden No More” with an
unexpected ray of hope. Tess will move to Talbothay’s dairy, and she states her
resolution to be “the dairymaid Tess, and nothing more.. . there should be no more aircastles in the dreams and deeds of her new life” (98). In spite of her determination to
leave the past behind and quit dreaming, Tess cannot suppress her romantic tendencies.
Tess begins her time at Talbothay’s wondering “if any strange good thing might come of
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her being in her ancestral land; and some spirit within her rose... It was unexpended
youth, surging up after its temporary check and bringing with it hope, and the invincible
instinct towards self-delight” (99). The reader must wonder how there is anything left
unexpended within less; however, one cannot help but rejoice with her at the light Hardy
permits to break into the dark world he has created. This light or hope is evidence ofthe
fact that Romanticism is still alive within Tess and in the novel, but with its life comes a
form of dramatic irony, for although the reader sees that Tess will perhaps have some
degree ofgood fortune, one also sees the enchroaching darkness that hunts her,
intensified only by the fact that Tess cannot see it herself
Beginning a new chapter in every way, Hardy’s first sentence ofthe novel’s third
chapter begins: “on a thyme-scented, bird-hatching morning in May...” (100). The scene
overflows with the natural, the beautiful, and the Romantic. Tess finds her way to
becoming a simple dairymaid on a quaint country farm; however, her life will not be so
simple. Tess meets an Angel on the dairy farm, and one can safely assume that the pun is
intended, for Angel Clare, Tess’s love-interest and future husband, is a character whose
very being is full of Christian allusion. The son of a minister, he is a harp-playing sheep
farmer; Biblical images of Christ, the “Good Sheperd” and the Son of God come to mind
as well as common perceptions of heaven as a place filled with winged, white angels, all
proficient in playing the harp. While Angel Clare lacks wings, he does not lack the
worship ofthe dairymaids on the farm. Tess’s co-workers Izz, Retty, and Marian all
share in their infatuation with Clare, and each readily admits that “he likes Tess
Durbeyfield best” (134). Tess, whose passions run deeper than those of her peers,
eventually acquiesces to her desire to fall in love with Angel, and Talbothay’s farm
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becomes a second Eden. The excessive nature ofthe parallel is precisely Hardy’s point,
for it contributes to the novel’s irony. Hardy insures that the reader knows that all hope,
all love, and all effort towards a happy life is only a vain and blind attempt soon to be
thwarted, for almost every chapter during this portion ofthe novel ends with a dark
foreboding allusion to the events to come. Hardy alludes to Shakespeare’s Romeo and
Juliet and the legend of Lancelot and Guinevere (211, 203). Reminiscent ofthe Apostle
Peter’s famous denial of Christ, a cock crows three times at Angel Clare, and he casually
recalls seeing her during the first scene ofthe novel, prior to her rape, ruin, and grief
(212). “Why didn’t you stay and love me when I

was sixteen... 0, why didn’t you.

why didn’t you!” (193). Hardy includes this coincidence so that the reader, like less, can
cringe at the irony: the “almost” of it all.
“Almost” perfectly describes less and Angel’s marriage, for although the
wedding occurred with ease, neither less nor Angel knew ofthe other’s past. Before
marriage, less had left Angel a letter, detailing her interaction with Alec D’Urberville;
although obviously not her fault, the incident stripped her of her virginity and therefore
her purity in the eyes of social convention. The letter never reached Angel, but instead, it
slid underneath the carpet of his room; the information about Tess’s past remained
unknown to Angel until the wedding night. Despite this unfortunate coincidence, Angel
should have no reason to condemn his new bride. Following their wedding, Angel “told
her of a time of his life to which allusion had been made when, tossed about by the
doubts and difficulties in London, like a cork on the waves, he plunged into eight-andforty hours’ dissipation with a stranger”(222). Tess says she is glad, for their sin is the
same; the reader should not agree, for her “immorality” was not by her own choice while
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Angel chose wrongly and indulged freely. Still, Tess is the victim again, for Angel
leaves his wife: he cannot forgive Tess, and the next chapter,“The Woman Pays,” begins.
During this portion ofthe novel. Hardy furthers his assault on Christianity. In an
effort to learn of her husband’s whereabouts, Tess sets out to speak to his parents, and
along the way, she meets “a ranter... an excellent, fiery Christian man”(297-299).
Hardy’s clever manipulation of his characters brings Tess into the presence of an
evangelist whose familiar voice prevents her from continuing her journey to address her
in-laws for shock. The preacher is none other than Alec D’Urberville. The criminal has
become a convert; the novel’s Satan, an evangelist. Increasing the irony, D’Urberville
reveals that his conversion is the result ofthe preaching of Angel Clare’s father, the
country parson. In the series of discussions that follow between Tess, the character the
universe has damned, and Alec, the character God has forvigen, Tess reveals her own
thoughts on religious thinking. If she ever believed in a good God, the events of her life
have “cured” her ofthe notion that “the great power who moves the world would alter his
plans on my account” (315). Hardy allows the events ofthe novel to dismiss the notion
of a benevolent diety. If there is any system of beliefs propitiated in Tess ofthe
D TJrbervilles, it is the fatalistic contradiction of Romantic theory which had been
unquestionably unrealistic in its belief that the universe somehow favors mankind. Hardy
disassembles both Romantic and religious faith with his character Tess and the life she
endures in the pages of his novel. The universe is not good, nor is it even neutral; Hardy
proposes a universe that is predatorial. “Byegones would not be bygones till she was a
bygone herself’(301).
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Like Tess, Alec D’Urberville soon dismisses his religious faith; he indicates that
he blames Tess, for it is his attraction to her that leaves him unable to control his sinful
lust. She is the instrument of his damnation in his twisted way ofthinking, for he cannot
maintain his piety in her presence. Alec hotly pursues Tess, and circumstance will make
his offer one she cannot afford to refuse. While working jobs designated for men due to
their rough nature on another farm which is noticeably un-Edenic, Tess gains news of her
family’s poor situation. Although her sick father sends off
to all the old antiqueerians in this part ofEngland... asking them to subscribe to a
fund to maintain me. I’m sure they’d see it as a romantical, artistical, and proper
thing to do. They spend lots o’money in keeping up old ruins, and finding the
bones o’things, and such like; and living remains must be more interesting to’em
still, if they only knowed of me.(340)
Jack’s helpless and ignorant cry pays no attention to the nature of an antiquarian; they
study only that which belongs to the past. His attempts fail, and Jack dies; Tess receives
news of her mother and siblings with no land and no home due to her father’s death. She
must leave her hard job to aid in her family’s plight, and the only outside source to help is
Alec D’Urberville. He approaches dressed in white upon a white horse. His presence is
either ironically reminiscent of a “knight in shining armor” approaching to save his
princess, or, perhaps more appropriately, the “pale horse” who beckons in the murder,
famine, and plague ofthe apocalypse in the prophetic book of Revelation (6:8). Turning
down Alec’s offer to help, these D’Urberville’s of noble blood find shelter in the only
place they rightly own. Joan Durbeyfield, or D’Urberville, asks Tess, “isn’t your family
vault your own freehold?”(356). So, Tess and her family sleep with their dead ancestors.
All that is left for Tess and her family is dead. Their name means nothing; no good
fortune awaits.
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As Tess examines the family vault, one ofthe stone effigies begins to move
revealing that it is not stone but rather Alec D’Urberville proposing marriage yet again.
Although, Hardy has informed the reader that Angel Clare will return; however, the
reader knows that Tess faces immediate need and only a devil offers help. The Romantic
cliche would have Angel and Tess find each other at last, but as in the earlier pages ofthe
novel. Hardy will not place his novel into that Romantic mold. At the chapter’s end, the
reader knows precious little, and while a student of Thomas Hardy should have learned
not to hope by the conclusion ofthe novel. Hardy allows for the possibility of hope one
last time only to crush Romantic possibility once again. Angel frantically searches for
his beloved Tess, and although he finds her, she is already married. Alec D’Urberville is
her husband legally, by force of circumstance, and bodily by force ofstrength; Alec
D’Urberville laughs at the true love between Tess and Angel, and his evil finally drives
Tess to become a murderess. The innocent has become guilty at the novel’s close, and
Tess and Angel become outlaws wandering in the English countryside.
The lovers’ wanderings take them to Stonehenge, and as such, the novel takes a
circular form. Hardy began his alter with a pagan celebration and festival; he will end
with a pagan alter and death. She sleeps upon the stones ofthe ancient monument, a
sacrifice to nothing. Both Pagan and Christian faiths meet their end in Tess ofthe
D'Urbervilles as Hardy declares that neither can save his heroine. Finally, the law
reaches Tess as she sleeps. The scene is a vivid picture: men ofthe law dressed in black
coats encircle the sleeping woman on the stone. Angel awakens the sleeping beauty, but
no light awaits her. “Have they come for me? ...lam almost glad...this happiness could
not have lasted. It was too much. I have had enough; and now I shall not live for you to
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despise me”(388). The only final sign of Tess ofthe D’Urbervilles is the black flag that
rises above the house ofjustice to declare the end of a thoroughly unjust life.
Thomas Hardy successfully replaces hope with despair in the voice of his heroine.
While the novel begins with a sunny day, the novel’s finale finds Tess lying on the altar
of to abandoned god; the light ofthe ancient deity has become cruel and harsh. Tess is
not a tragic character in the traditional sense, for she has no fault of her own—no tragic
flaw to discover too late. She is the perfect creation for Hardy’s purposes, however. The
allusions in the novel are too precise to be uncalculated, and the coincidences are too
coincidental to avoid irony. His purpose is to demonstrate the corrupting and evil nature
of the world around Tess who, in contrast, is good. Hardy’s novel contests the goodness
of Nature which was essential to Romantic philosophy. The world is a hunter. Hardy
points out that suffering is indiscriminate and universal and often seeks out those who
least deserve it. Tess’s goodness makes her endearing to the reader, and through that
endearment. Hardy attempts to crush Romanticism in the reader. To Hardy, the lines of
Wordsworth had become comedy; “to Tess, there was ghastly satire in the poet’s lines
‘Not in utter nakedness/But trailing clouds of glory do we come’”(352). Hardy’s Tess of
the D TJrhervilles attempts to dispel the myths ofthe old Romantics: “‘how the mighty
are fallen’” (366). The reader cannot help but agree.
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Tuan Jim, Flawed Lord:
Jim in Lord Jim
Joseph Conrad’s Lord Jim is a novel focused on one man and the Romanticism
that makes him, moves him, and ultimately destroys him. Stylistically, the novel rebels
against Romantic form; Conrad was one of the first authors to use a highly fragmented
form of writing when creating his fiction. The form corresponds with the character of
Jim, for he is a character who is, essentially, fragmented in and of himself. Jim is as
much an enigma as is the whole of Conrad’s novel, and it is Jim himself to whom Conrad
directs the reader’s attention rather than solely the events of his life. In his introduction
to the text, Ian Watt claims, “most of us come to feel what the text suggests: that we
contain more potential lives than real life permits us to realize”(Penguin, 11). Jim’s
struggle with the ideal life he desires and the life reality has permitted him to realize is at
the center of the novel. While Jim “saw himself saving people from sinking ships,
cutting away masts in a hurricane, swimming through a surf with a line; or as lonely as a
castaway, barefooted and half naked, walking on uncovered reefs in search of shellfish to
stave off starvation,” this vision proves to be only a figment of his imagination (Penguin,
47). The conflict between the Romantic hero Jim wants to be and the man he is in
actuality serves to illustrate a conflict between Romantic theory and the impending
Modernist reality of Conrad’s own era.
Jim is a Romantic character; Conrad states this repeatedly and clearly first
through Jim’s actions and then through the direct statements of other characters. Conrad
does not attack Romantic theory in the same way Thomas Hardy does in Less ofthe
D 'Urhervilles\ indeed, the novels are very different, both in form and in character, for
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Tess s Romanticism manifests itself in her being: she is essentially innocent and
inherently good (until the evil world drives her to murder). Jim, on the other hand, is an
individual whose failure comes not from society or the world around him but from his
own mind. While Hardy revealed a world in pursuit of an innocent individual, Conrad
reveals an individual, however unconsciously, in pursuit of himself The primary locus
of conflict in Conrad’s novel is the psyche of his main character.
There are flaws and ironies that accompany Jim’s Romantic spirit and desire, and
as Jim’s flaws influence his character, they also influence the form ofthe novel, for they
give the reader the tendency, the desire, and even the duty to question the truth of Jim’s
story. Lord Jim is not simply the criticism of Romanticism by a Modem author; it is an
invitation to question the basic nature of novels and characters. Conrad’s form leads the
reader to question authority and tmth as presented by the novel, and that form is a direct
representation of the modernist’s tendency to question authority and truth with the world.
Written in 1899,just nine years after Hardy’s Tess ofthe D 'Urbervilles, Conrad’s
novel is a literary adaptation ofthe impressionist style pervading art and music during the
late nineteenth century. Just as Monet did not draw with clear, distinct lines in his art,
and Debussy failed to conform to a single, rigid tempo in his music, so Conrad’s stories
seem to have a confounding ambiguity reigning over them. Conrad’s character Marlowe
illustrates the Modern nature of Conrad’s work in Heart ofDarkness, saying
The meaning of an episode was not inside like a kernel but outside, enveloping
the tale which brought it out only as a glow brings out a haze, in the likeness of
one ofthese misty halos that sometimes are made visible by the spectral
illumination of moonshine (16).
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As an author, Conrad saw his job as one of shining light onto a haze. His stated purpose
is to “snatch a passing phase of life,” and with that phase of life, he intends to
Hold up unquestioningly, without choice and without fear, the rescued fragment
before all eyes in the light of a sincere mood. It is to show its vibration, its color,
its form; and through its movement its form and its color, reveal the substance of
its truth—disclose its inspiring secret(From Conrad’s preface to Nigger ofthe
Narcissus, in introduction to Heart ofDarkness, 17).
Just as an observer must step away from an impressionist painting to see it clearly,
Conrad’s novel makes sense only when it is taken as a whole. Even as a whole. Lord
Jim, for example, is merely a fragment of Jim’s life . Consequently, the reader leaves this
novel with an idea of what happened on Jim’s ship, iht Patna but without any definitive
account, so that, in its entirety. Lord Jim is merely a part of a bigger, separate whole of
which the reader knows nothing. Just as Jim is not a complete character. Lord Jim is not
a complete story—Conrad presents a fragment of a fragment. A critic in The Speaker
rightly said ofthe novel, “events are almost contemptuously forestalled, in order that the
how and the why of them alone shall get the best attention ofthe reader”(Sherry in
Penguin, 19). The “how” and the “why” are more important than the “what” oiLord Jim,
for hows and whys are questions are questions pertaining to Jim himself and his
motivation for thought and action, and he, not the plot, is Conrad’s focal point in the
novel. The vague incident on the Patna in which Jim proves his lack of heroism haunts
him because he is Romantic, and ultimately, Jim will die because his Romanticism blinds
him.
At first glance, Jim is an intriguing and captivating character; Conrad tells the
reader, he has the stare of a “charging bull” and “a kind of dogged self assertion;”
however, in the midst of his bull-like assertion, Jim is not aggressive. This “powerfully
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built,” “spotlessly neat” man was dressed in “immaculate white from shoes to hat” and
held employment as a water clerk. Upon the revelation of Jim’s line of work, Conrad
begins to discuss the “Ability in the abstract” necessary to one who would be a water
clerk (3). Thus, Conrad immediately brings the reader away from physical description to
the description of Jim’s unseen mental abilities. Jim is a Romantic dreamer who uses
these mental abilities in his career; to the captain, the clerk must become “faithful” like
the friend he is not, “attentive” like the son he is not, “patient” as //'he were Job, and
“loyal” as //he were a woman (4). In short, he must make the ideal seem to be reality.
All the while, reality is coming, for, as Conrad tersely states, “later on the bill is sent in'
(4).
Jim the water-clerk, later to receive the title “Tuan Jim”(or “Lord Jim”), fares
well in his chosen occupation; perhaps his success is in part due to his origin. As the son
of a parson, Jim’s upbringing must have given him some exposure to belief and faith has
perhaps aided him in developing the unseen qualities involved in the “Ability in the
abstract.” This undefined “Ability in the abstract” which aided him so much in his career
would prove itself to be a curse as well as a blessing, for the abstract qualities in him also
tied him to the sea in an invisible and Romantic bond; the Romantic bond between man
and nature manifests itself in Lord Jim through Jim’s obsession with the sea. For Jim, the
sea was an object of obsession and even worship. In Conrad’s novel, however, the sea is
is a dark, vast, and mysterious entity. While it is not necessarily good, the sea is the
perfect place for the triumphant hero, the type of hero Jim wants to be. “He confronted
savages on tropical shores, quelled mutinies on the high seas, and in a small boat upon
the ocean kept up the hearts of despairing men—always an example of devotion to duty.
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and as unflinching as a hero in a book”(Penguin, 47). Jim’s desire to be “a hero in a
book” further demonstrates the idealistic nature of his dreams, for they are based neither
on experience nor on reality but on the imaginary world of literature.
After Jim’s ship, the Patna, suffers a collision ofsome sort, Jim chooses to save
his own life rather than attempt to save his sinking ship. He abandons his chance for
heroism; although he has thought out his heroism in various scenarios in his mind, his
impulse and action in trouble are those of a scared deserter. Jim must attend a trial for his
actions, and during the course ofthe trial, Jim meets Marlowe. Marlowe becomes Jim’s
friend and confidant—the first human connection of which the reader becomes aware.
Marlowe, like Jim, is a narrating voice in the story; through his presence, the reader is
able to study Jim from an outside perspective as well as an inner perspective. That is not
to say that the reader ever has absolute insight into the mind of Jim even when Jim is
telling his own story; the presence of Marlowe simply adds a second view to the story.
Jim intrigues Marlowe, and Marlowe is concerned for him.
In their first meeting after Jim’s trial, Jim accosts Marlowe over the issue oftruth
and its tie to belief “‘Don’t you believe it?’ he inquired with tense curiosity” (Penguin
136). Again, Jim begs for belief as he shivers at his own words. “‘Jumped... ‘Don’t you
believe me’ he cried. ‘I swear.(...Confound it! You got me here to talk, and... You must!
You said you would believe’” (139). He speaks as ifthe validity of his own story
depends upon whether or not Marlowe believes it. Jim is in desperate need of faith.
Given that the Romantic man’s highest object offaith was himself, Jim’s lack offaith in
himself—indeed, his inability to have faith in himself— must disturb him to the highest
degree; Jim goes looking for others to have faith in him, and in the case ofthe novel, he
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beseeches Marlowe. Marlowe assures Jim with “a solemn declaration of my readiness to
believe implicitly anything he thought fit to tell me”(136). Again, Conrad calls into
question the trustworthiness of his narrator, for can the reader consent to believe as
blindly as Marlowe does? While Jim needs and receives Marlowe’s faith, Marlowe also
gives him material and tangible help through providing a job for Jim at a mill.
Conrad further develops the role of nature in Lord Jim by giving his main
character this option of leaving the sea after the Patna incident. The sea is such a part of
Jim that he cannot leave the port for a life on land working at a mill. The mill life is a
direct contrast to the life of a sailor, for a mill is a place where nature is literally crushed
and churned into man-made objects. Jim cannot stand being removed from the sea;
something within him dictates that he must be a sailor despite the dangers ofthat life.
The sea is something to be feared rather than something to be in partnership with as the
Patna incident demonstrates. In this incident, Jim abandons his ship precisely because he
is afraid of what will happen to the ship at the hand ofthe sea. He cowers in the face of
the sea’s strength and power, proving to himselfthat he is not superior as a man to nature;
rather, nature is superior to him. Jim finds that he cannot depend on himself to triumph
over the unleashed natural world, yet he will not leave that world. He is inextricably tied
to a world in which he cannot function.
After leaving his job at a mill for the call ofthe sea, Jim works at sea ports among
men who know his past and situation; once realizing that his past is no secret, however,
he can no longer endure remaining at that port. Thus, Jim moves from port to port.
running away from the knowledge others have of his reputation and ofthe Patna
incident. In truth, none of the men care about the incident but Jim. His perception of
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Other men’s thoughts chase him from sea port to sea port, moving further ease each time.
While he runs from his past, however, he must stay with the sea. In a second effort to
help his friend Jim, Marlowe consults Mr. Stein.
Stein is an interesting character, for like Jim, he is Romantic. Stein is a butterfly
collector and a world traveler. The protege of a Scotsman, Stein had begun his career
with little money but “started life afresh, and in the course of years acquired a
considerable fortune” (194). In his old age, Stein left the trade routes for his spacious
house three miles out of town, with an extensive garden, and surrounded by stables,
offices and bamboo cottages” (195). Stein drove a buggy to and from town, and while
retired from the active life he had lived, he “owned a small fleet of schooners and native
craft, and dealt in island produce on a large scale” (195). Stein shows none of Jim’s
fallibility, nor does he demonstrate a conflict with the nature to which he is so connected
Nature had not only been a profitable endeavor for Stein but also an exciting one. His
collection of butterflies, obviously his prized possession, stood near his collection of
beetles which Marlowe describes as “horrible miniature monsters, looking malevolent in
death and immobility” (192). Stein’s attention remains on his butterflies on the night of
Marlowe’s visit, and on one recently acquired butterfly in particular.
Marvellous! ...The beauty—but that is nothing—look at the accuracy, the
harmony. And so fragile! And so strong! And so exact! This is Nature—the
balance of colossal forces. Every star is so—and every blade of grass stands so—
and the mighty Kosmos in perfect equilibrium produces—this. This wonder; this
masterpiece of Nature—the great artist (195).
Although in awe ofthe natural world around him, Stein cannot hold men in such high
esteem, indicating his only belief that is typically non-Romantic. In Stein’s character.

31

Conrad reveals a somewhat adapted Romantic who shows the effects of Modem thought.
Rather than a glorious contribution to the world, he sees men as a disturbance.
Man is amazing, but he is not a masterpiece... Sometimes it seems to me that man
is come where he is not wanted, where there is no place for him; for if not, why
should he want all the place? Why should he mn about here and there making a
great noise about himself, talking about the stars, disturbing the blades of grass?”
(195).
Stein even acknowledges that he, himself, is a disturbance. There is conflict between his
statements and his butterflies and beetles, for he has obviously disturbed their short and
small lives: they lay dead in a collector’s case in his study.
Marlowe concurs with Stein’s description of men. He says,“ T came here to
describe a specimen...’ ‘Butterfly?’ he asked... ‘Nothing so perfect,’ I answered... ‘A
man!’” (198). After a brief discussion of Jim, Stein declares what Conrad has already
made clear to the reader: “He (Jim) is Romantic”(199). Stein’s ultimate question is
“how to be” (199). In the dimly lit room full ofshadows, Stein wrestles with the question
of Jim articulating what the reader has so clearly seen. “He wants to be a saint, and he
wants to be a devil—and every time he shuts his eyes he sees himself as a very fine
fellow—so fine as he can never be.... In a dream....”(200). Stein speaks not solely of
Jim but also of all men.
Because you not always can keep your eyes shut there comes the real trouble—
the heart pain—the world pain. I tell you my fi'iend, it is not good for you to find
you cannot make your dream come true, for the reason that you not strong enough
are, or not clever enough (200).
Marlowe describes Stein as a prowling shadow, laughing at the irony of life.
Very funny this terrible thing is. A man that is born falls into a dream like a man
who falls into the sea. If he tries to climb out into the air as inexperienced people
endeavor to do, he drowns... No I tell you! The way is to the destructive element
submit yourself, and with the exertions of your hands and feet in the water make
the deep, deep sea keep you up. So if you ask me—how to be? (200).
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Stein never directly answers his own question; he has been as direct as Conrad will allow.
Stein’s statements, however, ring true in the face of Jim’s life. As Stein says, dreams are
an inevitable part of life; the irony is that no man, and specifically Jim, will ever be the
“saint” or the “devil” he is in his dreams. The life outside of dreams is not easily
mastered; one cannot breathe easily or stand without fear of the ground giving way.
Rather, Stein says, life is like the sea: when a man panics in the midst ofthe sea.
“climbing out” only leads to drowning. Stein urges Jim and others to calmly tread the
surrounding water by reconciling oneselfto a fallen reality and the impossibility of a life
void of“heart pain” and “world pain:” then real life becomes possible.
Jim has been a dreamer ofthe highest rank. Inspired by literature and nature, he
strove to conquer both the literal sea and the “sea of life” to which Stein’s analogy points.
In discovering his weaknesses, Jim is forever blind to his strengths, for his dreams
convinced him that he had no weaknesses. He should always be strong enough, or clever
enough, but he cannot be. Stein prescribes submission to the destructive element. From
the Modern perspective, one can easily point to Romanticism as the element which will
destroy Jim, a view point which renders Stein’s comment senseless. One must, however,
analyze Stein’s statement from Stein’s supposed viewpoint. He is Romantic, and in his
mind, the destructive element to Romanticism is the fallibility of man and the imperfect
nature of the world. Again, “If he tries to climb out into the air as inexperienced people
endeavor to do, he drowns... to the destructive element submit yourself, and with the
exertions of your hands and feet in the water make the deep, deep sea keep you up.”
Submission to imperfection and immersion in reality are essential elements for survival
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Man’s highest hope is to keep his head above water. Jim, however, will not abandon his
dreams and remains a man in conflict with himself.
A chance for hope also comes to Jim in his relationships with others. Marlowe is
Jim’s first friend, and many others come into the novel after Jim moves to the remote
island of Patuasan. Jim’s time on the island seems to be an entity separate from the
novel. Perhaps Conrad proves here that he is more subject to the conventions of his time
than his style suggests, for the Patuasan section seems to do little for the novel other than
close a story or finish a plot. Marlowe relates the final part ofthe tale, telling of his visit
to Patuasan to see his friend for the last time. There, the “ghost of dead sunlight” haunted
them (224). They spoke of the natives, their trust in Jim, and their idolization of him.
Jim had finally become a hero, and his subjects were “like people in a book”(235). Jim
remains on Patuasan, saying “I have not forgotten why I came here. Not yet!” (268). On
Patuasan, he believes he can finally become his own ideal, so Marlowe leaves his friend
behind after their visit. Marlowe’s final first-hand description of Jim is perhaps the
perfect close for the novel. The description is moving and masterful, and should Conrad
have ended the novel here, he could have left it with the perfect open ending to which the
novel suits itself
He was white from head to foot, and remained persistently visible with the
stronghold of the night at his back, the sea at his feet, the opportunity by his
side—still veiled. What do you say? Was it still veiled? I don’t know. For me
that white figure in the stillness ofthe coast and the sea seemed to stand at the
heart of a vast enigma. The twilight was ebbing fast from the sky above his head,
the strip of sand had sunk already under his feet, he himself appeared no bigger
than a child—then only a speck, a tiny white speck, that seemed to catch all the
light left in a darkened world... And suddenly, I lost him... (291).
Jim is that one final Romantic, child-like, speck of light fading in a darkened world.
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As the novel continues, other characters of interest enter the novel. Jewel, Jim’s
love interest, Dain Warris, son of a native chief and Jim’s best friend, Tamb Itamb, Jim’s
devoted servant, and Gentleman Brown are among the most notable, the first three being
natives. Gentleman Brown, however, is no native; ruthless and cold, he represents the
greedy, dominating spirit of colonization. While he came to the island merely for
supplies, he remains with evil motives. Brown is Conrad’s antithesis to Jim. Brown
hates Jim at first sight for the reason that Jim seemed to belong to another world. Brown,
in contrast, states, “I’ve lived—and so did you, though you talk as if you were one of
those people that should have wings so as to go about without touching the dirty earth.
Well—it is dirty. I haven’t got any wings”(326). Unlike Jim, Brown is not plagued by
his undoubtedly guilty past. While Jim accepted the court’s punishment and has since
sought solace from the guilt of his actions on the Patna, Brown has accepted his ovvm
guilty actions and seeks solace not from his conscience but only from the court. Conrad
presents a new breed of men with Gentleman Brown; not at all a dreamer, he has no
desire to be a hero. He is a man who cares for profit, violence, and himself
On the basis of his own Romantic beliefthat men are inherently good, Jim advises
the people of Patuasan to allow Brown safe passage from the island into the ocean. After
agreeing to leave quietly. Brown breaks his word and begins a battle in which Dain Waris
dies. Jewel and Tamb Itamb beg Jim to take refuge from Chief Doramin, father of Dain
Waris, but Jim will not. He knowingly walks to his death in the center of Dorimin’s
court. Upon entering the court, the natives exclaimed, “he came! He came! .. He hath
taken it upon his head” (350). To which Jim replied, “yes. Upon my head” (350).
Before Doramin shoots Jim, the man he deems responsible for his son’s death, “the white
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man sent right and left at all those faces a proud and unflinching glance”(351). In his
own mind, Jim was being heroic, for by coming “ready and unarmed” to meet his death,
he takes full responsibility for his actions; there is some sort of absolution in death for
Jim. Conrad, however, never lets the reader know exactly what Jim’s final glance means.
To do so would be uncharacteristically easy and, more importantly, would give undue
authority to the narrator. All that is left is speculation.
Jim knows that if he is to be a hero, he must be a tragic one, and tragic heroes
must die—otherwise, they are simply tragic. Jim is flawed, and he has made poor
choices based on instinctual fear, poor judgment, and improper Romantic belief Jim
chooses to let others hold him responsible as he marches to his death. Marlowe tells his
audience and the reader, “we can see him, an obscure conqueror offame, tearing himself
out of the arms of a jealous love at the sign, at the call of his exalted egoism. He goes
away from a living woman to celebrate his pitiless wedding with a shadowy ideal of
conduct” (351).
Jewel loves Jim desperately, but her love is not enough for him; he loves himself
and his “shadowy ideal of conduct” more. He sees his final chance for glory—his chance
to be a hero. Jim was not a hero to the one who loved him most. Jewel could not
understand the actions of her lover; to her mind, Jim was untrue because he left as he had
sworn he would never do. Despite her involvement in his life, he could not see the
possibility for connection to this woman, nor could he recognize that his actions would
also have consequences for those he left behind. The reader, through Marlowe, sees
these consequences as Jewel grieves for Jim at the home of Stein. “Her steady eyes
seemed to strain after the shape of a man tom out of her arms by the strength of a dream,”
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and again she mourns, “he had been driven away from her by a dream, —and there was
no

answer one could make her—there seemed to be no forgiveness for such a

transgression” (300, 301). The irony in this statement is that there could have been
forgiveness for jumping from the Patna and for running from the incident on Patuasan;
however, there is “no forgiveness for such a transgression” as submitting one’s life
unreasonably to a dream. Stein tries to reassure Jewel exclaiming, “No! No! Not false!
True! Taie! True! ...You don’t understand. ...Some day she shall understand”(302).
“Will^'oi/ explain?” Marlowe questions, as ifto say that no explanation will sufficiently
heal the wounds Jim’s Romantic submission has inflicted upon her.
The early pages ofthe novel consist of Marlowe telling Jim’s story to an afterdinner party on a boat. This last Patuasan sequence comes through Marlowe’s pen as a
letter to one of the listeners on the boat, and only through this twice-removed source does
the reader know of Jim’s final days. The reader never knows the identity of this
particular listener, but only that he “showed an interest in him(Jim)that survived the
telling of his story” (292). This listener’s interest in Jim merited further knowledge of
Jim. “He existed for me, and after all it is only through me that he exists for you”(209).
Furthermore, Marlowe distrusts his listeners to construct an accurate view ofJim.
Frankly it is not my words that I mistrust, but your minds. I could not be eloquent
were I not afraid you fellows had starved your imaginations to feed your bodies. 1
do not mean to be offensive; it is respectable to have no illusions—and safe—and
profitable—and dull. Yet you too in your time must have known the intensity of
life, that light of glamour created in the shock oftrifles, as amazing as the glow of
sparks struck from a cold stone—and short lived, alas! (209).
Marlowe doubts his audience’s mental ability to conceive of Jim on the grounds that
there may not be enough Romanticism left in them to envision a character as wholly
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Romantic as Jim. Indeed, “each ofthem seemed to carry away his own impression, to
carry it away with him like a secret” (291).
Conrad, through Marlowe, calls upon the reader to “know the intensity oflife”
and to remember the amazing shock of trifles so that we can admit to the existence of
such a man as Jim. Then, he charges the reader to think about the nature of Jim’s
Romanticism and how it affects those around him. Conrad’s novel is somewhat of a
paradox for its implications about Romanticism. On one hand, the novel implores the
reader to be Romantic so there might be some small bit of understanding between the
reader and the character of Jim. Simultaneously, the reader must see that Jim’s flaw in
the face of Romanticism is his humanity, for Romanticism will not allow for a life void
of perfection or inherent goodness. Romanticism will not allow for failure, and if
humanity is indefinitely predisposed to imperfection, a Romantic man such as Jim stands
condemned to lead a lonely life of running from himself
Conrad writes beautifully and poetically; however, the eloquence of his words
does not veil the harshness of his message to those who would still wholly and
unreservedly embrace Romanticism in the Modem age. The ideology is not profitable for
Jim; as Marlowe says, Jim “is not good enough”(278). Unless the reader acknowledges
that “nobody, nobody is good enough,” and reconciles himselfto tread water rather than
climb out of the sea, death is the only option (278). As Jim’s death shows, perhaps there
would have been a better way: Marlowe had befriended him. Jewel had loved him, Stein
had identified with him, and an audience of dinner guests had known of him. Conrad’s
reader, too, becomes part of this cast of characters to connect with Jim, for though he
only exists through the mind’s eye, he does, in fact, exist through the reader as all
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characters do. Indeed, as Conrad rightly proposes through Marlowe,“we exist only so
far as we hang together” (207). Had Jim allowed himself to know some interaction other
that the lonely and condemning interaction of his own Romantic mind, perhaps he would
have chosen life rather than death. But in truth, Jim’s kind was becoming extinct; unfit to
survive in the Modem world except as a specimen to be studied; a man, as unique as one
of Stein’s butterflies. Rather than keep Jim in a glass case, Conrad chose to keep him in a
book so that Tuan Jim might live again through the reading.
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Too Near the Sun:
Stephen Dedalus in A Portrait ofthe Artist as a Young Man
While Thomas Hardy wrote ofthe innocent and Joseph Conrad told ofthe
adventurer, James Joyce provides yet another manifestation ofthe Romantic Hero: A
Portrait ofthe Artist as a Young Man. Joyce’s novel, first published in 1916, is the story
of Stephen Dedalus and traces his development from his childhood, through his
adolescence, and into his young-adulthood. “Stephen Hero” was the original novel from
which Portrait grew, and although that title is appropriate, A Portrait ofthe Artist as a
YoungMan is perhaps more suitable for Joyce’s purposes(Deane, x). In making Stephen
an artist, Joyce does not decrease Stephen’s heroism; Joyce simply defines the type of
hero Stephen will be: a visionary, an idealist, and a dreamer. Before opening the novel,
the reader will know that Stephen is an artist. He will be full of idealistic passion and
willing to rebel for the cause ofthose ideas; he will attempt to forge new frontiers based
on the perceived strength of his vision. Indeed, his final stated purpose in the novel is “to
forge in the smithy of my soul the uncreated conscience of my race” (276).
In his introduction to Portrait, Seamus Deane points out that “for all his lonely
self assertion, Stephen recognizes himself to be a member of a community; it is in
relation to the collective, the race, that he formulates his individual aspiration” and later,
Stephen, as a child, as a boy, and as a young man, is seduced time and again by
siren voices—parental, political, religious, sexual, literary—but concedes
ultimately only to his own voice, or to the ventriloquial version of his own voice
that he assigns to his ‘soul.’ That spiritual voicing, although it is the product of a
closely exercised discipline of isolation, is not the voicing of a private or personal
condition only. It is the voicing ofthe hitherto unrealized and unexamined
condition of a race, the Irish (vii).
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Whether or not Joyce supports the type of discovery and the type ofcommunity that
Stephen pursues is an issue of importance, for the issue at hand is, at least partially.
Romanticism. Though Stephen desires to create a conscience for his race, his interaction
with others is minimal, and his discovery is the result of his thought alone. Stephen is, in
essence, an isolated character.
Throughout the novel, Stephen is escaping and at times literally running from
reality, specifically in the form of communion with other people. Stephen’s primary
mechanism for escape is his own mind; through imagination, Stephen disconnects with
everything and everyone around him until, at the end ofthe novel, he is completely alone
with his own soul. Only then will he connect to the “conscience of his race” and he will
do so within the bounds of his own soul. This type of discovery, connection, and creation
is highly Romantic and serves as valid reason to include Stephen in the category of
Romantic characters; however, Joyce uses other means to imply Stephen’s Romantic
nature as well.
Within the wanderings of Stephen’s mind, Joyce consistently alludes to Romantic
poets and authors, for they are Stephen’s preference, Stephen’s teachers, and Stephen’s
escape. Stephen’s concern with color and language indicate his concern with the building
blocks of the world rather than the world itself The type of communities in which
Stephen submits to be involved are false communities often of an artistic nature, and, as
previously said, Stephen runs from true community available to him through the real
connection to others. Stephen does indeed hear siren voices, as Deane says. His family,
the Catholic Church, women in many forms, and Ireland seek to woo him into
submission. It is to these elements Stephen refers when he says, “I shall try to fly by

41

those nets” (220). Joyce uses Stephen to attack with vicious severity each ofthese
elements and the Church in particular; however, Stephen clearly seeks to “fly by those
nets” upon the wings of Romantic theory. While Joyce does not deny Stephen’s need to
free himself from the nets which imprison him, Joyce applies such pessimism and irony
to Stephen’s Romanticism that the reader must have severe doubts ofthe success of
Stephen’s future flight. The nets are indeed toxic, but Joyce makes it clear through
allusion and irony that the Romanticism with which Stephen seeks to fly is toxic as well.
While the novel appears to leave Stephen with a bright future, an ironic reading of
Portrait provides a satire of the naive youth whose leap to flight will ultimately lead to
failure.
Joyce’s choice of names is of utmost consequence. The name “Stephen” alludes
to the Biblical character who is popularly believed to be the first Christian martyr, as
recorded in the Biblical book of Acts (Chapter 7, verses 54-60). “Dedalus” refers to the
mythological father, Dedalus, who forged wings of wax and flew from capture to
freedom. Used as a surname, however, Dedalus foreshadows Stephen’s careless failure
rather than his success, for Icarus was the son ofDedalus who chose to ignore the state of
his wings. Only wax, his wings could not withstand the heat of the sun, but as an
arrogant young man, Icarus’s curiosity could not withstand the temptation to seek the sun
that would kill him. The reader’s assignment, therefore, is to discover the material of
which Stephen’s wings are made and if that substance is, in fact, as frail as wax in the hot
sun. Towards the end of the novel, the reader bears witness to those around Stephen
cautioning him against the dangers of sinking too deeply into questions of philosophy and
the Romantic answers he gives to them. Stephen converses with the dean of his
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educational institution who warns,“many go down into the depths and never come up”
(202-203). Only the trained diver can go down into those depths and explore them and
come to the surface again” and later, “you must choose the pure oil and you must be
careful when you pour it in not to overflow it, not to pour in more than the funnel can
hold” (202-203). His friends interrupt his Romantic musings saying “damn you and
damn everything. I want a job offive hundred a year. You can’t get me one”(224).
Slices of reality expose Stephen’s flaw; he does not come to the surface, and he will
pour in more than the funnel can hold.

Stephen’s excessive adherence to Romantic

theory blinds him from reality. Joyce creates an arrogant artist with Stephen, and in
doing so indicates both the problems with the elements from which he seeks refuge and
the method through which he finds a solution. Joyce’s attack is two-fold; ultimately, his
dismissal of the “sirens” of Church, home, women and Ireland goes hand-in-hand with
his dismissal of Romantic theory.
The form ofA Portrait ofthe Artist as a Young Man is distinctively Modem.
Joyce shapes the novel using a fragmented modem form; unlike Conrad, however, Joyce
strategically and chronologically organized Portrait. Reminiscent ofFreud and his five
stages of psychosexual development, Joyce arranged Portrait into five chapters which
coincide with Stephen’s growth into manhood. From the first line ofthe novel, Stephen
is escaping reality. “Once upon a time and a very good time it was there was a moocow
coming down along the road met a nicens little boy named baby tuckoo...”(3). The
opening line, “once upon a time” is a favorite among fairy tales, and the lack of
punctuation in addition to the childlike vocabulary demonstrate the rambling flow of
Stephen’s childlike thought. The opening paragraph is, in fact, a fairy tale told by
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Stephen s father. Stephen listens to his father and observes those around him; the reader
is privy to Stephen’s thoughts and observances, but he demonstrates that he is not a part
of the reality around him for he interacts with no one.
Stephen’s first chance for interaction with others comes on a playground that is
“swarming with boys”(4). As the underlying plot ofthe novel is entirely comprised of
Stephen’s search for self-definition, it is appropriate that his first direct quote in the novel
is in answer to the question, “who are you?” (5). Stephen answers with his name:
“Stephen Dedalus” (5). With its wealth of allusive power, Stephen’s name foreshadows a
fate that is bleak: Not at all the bright hope of a Romantic hero.
During the first chapter of the novel, Stephen begins his habit of separating
himselffrom reality by separating himselffrom his peers. Stephen has no real
connection to any ofthem. Instead, Stephen occupies his time inside his lonely mind.
During class, Stephen engages in a Saussurian analysis of words. Seamus Deane points
out the role language plays in the text, saying “words have sounds and Stephen is puzzled
by the Saussurean problem ofthe linkage between these sounds and the meanings they
>9 ct

bear” (xxv). Stephen thinks about words such as “suck,

cold,” and “hot,” analyzing

and questioning human language(8). Thus the problem of connection extends beyond
human relationships and even into vocabulary, the mechanism ofcommunication. Later
in the novel, Joyce extends Stephen’s thoughts on the connections between a word and
what it represents to Stephen’s relationship with his family. On a journey to Cork with
his father, Stephen hears his father’s stories of past times as one hears a voice echoing
through a cave. He and his father walk down a street in Cork , and as his father rambles.
Stephen’s “very brain was powerless” (98). He thinks.
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I am Stephen Dedalus. I am walking beside my father whose name is Simon
Dedalus. We are in Cork, in Ireland. Cork is a city. Our room is in the Victoria.
Simon and Stephen and Victoria. Names. The memory of his childhood
suddenly grew dim. He tried to call forth some ofits vivid moments but could
not. He recalled only names: Dante, Parnell, Clane, Clongowes(98).
The names conjure hazy memories; they have no connection for Stephen. “He had been
lost or wandered out of existence for he no longer existed” (99). All these feelings of
non-existence occur during a discussion offamily lineage and alongside the man from
whom he originated, his father. Like his son Stephen, Simon Dedalus’s name is of
allusive importance. While there are many called Simon in the Bible, there is one whose
role parallels Joyce’s character and holds severe implications for Stephen Dedalus: Judas
Iscariot was the son of a man named Simon (John 13:26). The allusion is appropriate, for
both father and son have Biblical names, and like Judas, son of Simon and traitor to
Christ, Stephen will turn his back on every element to which he is supposed to be a loyal
disciple. In this scene, Joyce contrasts the idea offamily roots against the detached
nature of Stephen’s mind; indeed, the desire to detach is deeply imbedded in him, for the
lines spoken earlier do not suggest an attempt to reconnect with his family. Rather, they
and their context merely imply a puzzled Stephen in the process of studying his own
existence.
In activities such as visiting old houses ofIrish parliament, Stephen finds that his
father is as much a relic ofthe past as the dead men who once exhibited their importance
in these now empty rooms. Joyce tears away Stephen’s roots as he “felt that he was
hardly of one blood” with his family members; rather, he feels a “mystical kinship of
fosterage, fosterchild and fosterbrother” (105). Thus, Stephen cuts himself away from
the only inherent communities he has: his country and his family. The Romantic poet
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Shelley s lines echo in Stephen’s mind; “Art thou pale for weariness/ Of climbing
heaven and gazing on the earth/ Wandering companionless.. (102). Shelley articulates
the plight of the Romantic character: loneliness.
Although Stephen does find several versions ofcommunity, these communities
are mostly false communities. For example, Stephen enjoys community in the artistic
(C

form of a play. He experiences “another nature,

the infection ofexcitement and

youth,” “the real apparel of boyhood”,” and “the common mirth” of being in a play (90).
“The play which he had known at rehearsals for a disjointed lifeless thing had suddenly
assumed a life of its own”(90). Upon the close ofthe play, Stephen passes by a crowd of
familiar faces including the faces of his family. Rather than greeting them, Stephen runs,
maddened, away and into the street. The play had developed “pride and hope and desire
like crushed herbs in his heart,” and these heartfelt emotions “sent up vapours of
maddening incense before the eye of his mind”(91). Blinded by emotions and led by a
maddened heart, Stephen finally stops his walk. “A film still veiled his eyes but they
burned no longer. A power, akin to that which had often made anger or resentment fall
from him, brought his steps to rest” (91). Stephen’s resting place holds a dual meaning,
for his view is one ofthe morgue and a “dark cobbled laneway,” but his stopping point is
also the home ofthe future Abbey Theater(Deane, 294). Like an alien citizen comforted
by the return home, Stephen, an actor in a minor play, follows his crazed intuition to the
future locus of a greater theater. Stephen oddly finds reassurance in the smell of“horse
piss and rotted straw,” and says “my heart is quite calm now. I will go back” (91). While
the reader sees a dark and putrid alley, Stephen finds rejuvenation and peace at the home
for a playhouse that does not yet exist.
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A second illustration offalse community for Stephen comes during his school
days. Father Amall directs the class in an educational role-play: they act out the War of
the Roses (8). Stephen cares little for victory; rather, it is the idea of colors that enthrall
the young Stephen. “And the cards for first place and second place and third place were
beautiful colors too: pink and cream and lavender” (9). While his face is red, he is ofthe
white team, but he wonders at the defined colors and sides. He begins to wonder at the
fact that “you could not have a green rose” and says, “perhaps somewhere in the world
you could” (9). Stephen hopes in what he cannot see and in what does not normally
exist, and as Deane points out, there is a realm of possibility in words that extends as far
as the bounds of human imagination (281). While he breaks down words that do exist
and in this analysis, loses their meaning, he simultaneously uses words to create new
things in his own mind. Perhaps there, even green roses are possible.
Just as Stephen is not afraid to suggest that a rose could be green, Stephen is not
afraid to question the prescribed bounds ofthe universe.
What was after the universe? Nothing. But was there anything round the
universe to show where it stopped before the nothing place began? It could not be
a wall but there could be a thin thin line there all round everything. It was very
big to think about everything eveiywhere. Only God could do that(13).
The concept of God limits Stephen’s realm of possibility. Although he chides himself for
infringing upon the duties reserved for the mind of an almighty and infinite being, it is
Romantically inappropriate to reserve such thoughts for something or someone above the
mind of man, for in Romantic philosophy, there is none above the mind of Man.

Joyce

ultimately gives Stephen his own Romantic theology in which the mind of man is, in fact,
capable of reaching the impossible.
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Joyce also uses literature to reveal Stephen’s Romantic nature. Stephen’s
classmates ask,“Who is the greatest writer, Dedalus?” While Stephen answers with a
proper Catholic author in the area of prose, he instinctually loses his inhibitions in the
area of poetry. The other boys declare Tennyson the greatest poet, and “Stephen forgot
the silent vows he had been making and burst out:

Tennyson a poet! Why he’s only a

rhymester! ... And who do you think is the greatest poet? —^Byron, ofcourse, answered
Stephen” (83). Byron: the immoral heretic, the Romantic hero. Stephen endures a
physical beating for his choice, but he will not retract his statement. Joyce’s periodic but
consistent allusion to Romantic poetry runs throughout the novel with major poets like
Shelley and Byron in addition to more minor lines from minor poets, such as “he drew
forth a phrase from his treasure and spoke it softly to himself: --a day dappled seaborne
clouds” (180). The line is from poet Hugh Miller, published in 1857 and to Stephen, “the
phrase and the day and the scene harmonized in a chord. Words. Was it their colors? He
allowed them to glow and fade, hue after hue...”(306).
Did he then love the rhythmic rise and fall of words better than their associations
of legend and color? Or was it that, being as weak of sight as he was shy of mind,
he drew less pleasure from the reflection ofthe glowing sensible world through
the prism of a language manycolored and richly storied than from the
contemplation of an inner world of individual emotions mirrored perfectly in a
lucid upple periodic prose? (181).
Thoughts of color and poetry coincide, ultimately leading Stephen, the artist, to consider
like Keats, the poet, the nature of beauty and subsequently truth in the final pages ofthe
novel.
Literature, in addition to poetry, inspires Stephen to dream. In the second chapter
of the novel, Stephen is in Dublin with his family; he sees the world of adults quickly
approaching with its mature topics and says
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His elders spoke constantly ofthe subjects nearer to their hearts, ofIrish politics of
Munster, and of the legends oftheir own family, to all of which Stephen lent an avid
ear. Words which he did not understand he said over and over and over to himself till
he had learned them by heart: and through them he had glimpses ofthe real world
about him. The hour when he too would take part in the life ofthat world seemed
drawing near and in secret he began to make ready for the great part which he felt
awaited him, the nature of which he only dimly apprehended (64).
Thus Stephen seeks to prepare for his adult life, and his tool for preparation is The Count
ofMonte Cristo. Alexander Dumas’s Romantic adventure novel written in 1844 becomes
Stephen’s manual for success in the adult world, and his imagination leads him to turn a
table into a cave and his dining room into Marseilles(291, 64). More importantly,
Mercedes becomes his very own heroine rather than simply the heroine ofDumas’s
novel. “Changes in his house; and these changes in what he had deemed unchangeable”
lead Stephen to return to Mercedes and “brood upon” her image (67). Joyce uses
Mercedes to introduce women to Stephen; he goes to her as a resource for peace and she
becomes his desire. With her, however, comes “a strange unrest;” playing in the streets
with a gang of adventurers does not suffice for Stephen anymore, for now
He wanted to meet in the real world the unsubstantial image which his soul so
constantly beheld... He would fade into something impalpable under her eyes and
then in a moment, he would be transfigured. Weakness and timidity and inexperience
would fall from him in that magic moment(67).
Stephen obviously believes that a “magic moment” with this fictional woman would
transform him into the man he desires to be. Stephen believes that if only she were real
and if only he could exist through her eyes or in the shadow of her soul, weakness would
become strength, timidity courage, and inexperience understanding. Alas, Mercedes is
not real; Stephen remains simply a boy with a book hiding underneath his dining room
table.
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Joyce sets forth many women for analysis in Portrait; following the fictitious
Mercedes, there is Eileen, the object of Stephen’s boyhood infatuation. Stephen sees
Eileen, a real woman unlike Mercedes, and her glance travels his way as well. He
realizes that their desires may be the same. I could hold her and kiss her,” he thinks, but
he will not. Instead, he will write poetry. His style is that ofLord Byron who is,
according to Stephen, the greatest poet. Stephen dulls reality with a pen—it shall be his
outlet in place of action. In his poem.
There remained no trace ofthe tram itself nor ofthe trammen nor ofthe horses:
nor did he and she appear vividly. The verses told only ofthe night and the balmy
breeze and the maiden luster ofthe moon. Some undefined sorrow was hidden in
the hearts ofthe protagonists(Stephen and Eileen) as the moment offarewell had
come the kiss... (74).
In the poem, the two are as vague as participants in a dream, and Stephen is successful in
his conquest. Stephen signs the page “L.D.S.” for “Laus Deo Semper” meaning “praise
to God always, a Jesuit motto traditionally placed at the end of a school exercise”(Deane,
292). The irony is comic: indeed, praise God for fictional lovers and wntten kisses.
The third female within Joyce’s progression of women is Stephen’s mother.
Joyce begins to draw out an Oedipus complex within Stephen, for immediately after
writing about Eileen, Stephen “went into his mother’s bedroom and gazed at his face for
a long time in the mirror of her dressing table” (74). Stephen sees his reflection through
the looking glass belonging to his mother, once again avoiding the reality of actually
seeing himself His view of himself is a function of his reflection through her mirror. In
keeping with Freud’s Oedipus Complex theory, Joyce develops competition between
Stephen and his father; typical of Stephen, the conflict is not direct but instead, Stephen’s
observations lead to angry brooding which he never verbalizes. Stephen’s biological
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father and spiritual father enjoy laughing over one of Stephen’s boyhood victories; his
father relates the discussion: “—/ told them all at dimer about it and Father Dolan andI
and all of us we had a hearty laugh together over it Ha!Hal HaP\16). Joyce’s italics
indicate Stephen’s pain and the way the words stand out in his mind. Joyce places the
conversation directly following the allusion to Stephen’s mother thus implying a tender
relationship between mother and son and a turbulent relationship between Stephen and
his father.
With the prostitutes of Dublin, however, Stephen has a much more physical and
sexual relationship than he will ever have with any ofthe other women in the novel. In
the absence of Mercedes, because she is not real, Eileen, because he will not seek her,
and his mother, because she is not his to seek, Stephen prowls the streets ofIreland like a
beast. “He wanted to sin with another of his kind, to force another being to sin with him
and to exult with her in sin” (106). Stephen finds one who will be the function of his
sin—the prostitute engages him, and although “his lips would not bend to kiss her,” she
would bend them for him. Stephen takes part in this sin easily, however, and he begins to
frequent the dark streets night after night. Stephen, the lonely Romantic, makes the most
intimate physical connection possible with multiple women, yet in the midst ofthis
flagrant array of intimacy, “he recalled the words, the words of Shelley’s fragment upon
the moon wandering companionless, pale for weariness” (110). Stephen is still lonely,
and in addition, his interaction with the prostitutes has made him cold, lucid, and
indifferent as well. He rides upon his sin like the crest ofa wave, and when one falls, he
moves on to another. “The vital wave had carried him on its bosom out of himself and
back again when it receded: and no part of body or soul had been maimed but a dark
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peace had been established between them”(110). Stephen’s conception of his actions as
the worst kind of sin contributes to his refusal to repent, “his pride in his own sin, his
loveless awe of God, told him that his offence was too grievous to be atoned for in whole
or in part by a false homage to the Allseeing and Allknowing”(111).
Stephen passes churches conducting Mass with a heart hardened to his father
God, but “the glories of Mary held his soul captive... his sin, which had covered him
from the sight of God had led him nearer to the refuge of sinners”(112). Through
Stephen’s infatuation with Mary, Joyce brings him back to the Church. The Oedipus
complex takes renewed and more potent shape in Stephen’s relationship to the Madonna.
Although surrounded by statues and pictures of Mary, Stephen will obviously never be
able to connect to Mary in the real, physical aspects in which one typically relates to
living, breathing people; thus, Mary is like Mercedes in that she is not real in the physical
sense. Mary holds power with Stephen, however, for, like Mercedes, she exists in the
Romantic places of Stephen’s mind; his faith, his imagination. Joyce is forward and
direct in outlining Stephen’s interests in Mary: he lusts after her, his spiritual mother, and
in doing so places himself in competition with a multitude of priests and even God
Almighty. In Stephen’s thought process, God the Father was unforgiving, but
Her eyes seemed to regard him with mild pity; her holiness, a strange light
glowing faintly upon her frail flesh, did not humiliate the sinner who approached
her. If ever he was impelled to cast sin from him and to repent the impulse that
moved him was the wish to be her knight. Ifever his soul, reentering her
dwelling shyly after the frenzy of his body’s lust had spent itself, was turned
towards her whose emblem is the morning star, bright and musical, telling of
heaven and infusing peace, it was when her names were murmured softly by lips
whereon there still lingered foul and shameful words, the savor itself of a lewd
kiss (112).
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For her sake, Stephen stayed at his school, and for her sake, Stephen attended a revival.
Through Mary, Joyce moves ably from the whore-house to the Cathedral.
The topics of which the priest speaks at the revival Stephen attends mirror
Dante’s Divine Comedy. Heaven, Purgatory, and Hell. During this revival, the rector
freely uses the fear of eternal torment to goad his students to the pious Catholic life.
Joyce spares the reader neither the length nor the monotony ofthe priest’s sermon;
indeed, Joyce may have meant for this section ofthe novel to be oppressive and tedious
to the reader, for those qualities are part of what Joyce is attacking within Catholicism.
Ultimately, Stephen falls victim to the rector’s speech and prays a bottled prayer. As he
did in early school days, Stephen repeats words that are not his own. Stephen prays,“Oh
my God/ Oh my God/1 am heartily sorry/1 am heartily sorry...” (146). After confessing
his sins, particularly those resulting from his interaction with the prostitutes, Stephen
feels rejuvenated and renewed. Stephen tells himself “it was easy to be good. God’s
yoke was sweet and light” (154). Joyce’s irony is blatant, for he calls to question the idea
that it is easy, sweet, and light to carry the duties of God. The naivete of Stephen’s
statement becomes painfully clear in the following chapter for while Stephen looks
forward to a life of peace following his confession, he soon finds that being righteous
requires much effort.
Sunday was dedicated to the mystery ofthe Holy Trinity, Monday to the Holy Ghost,
Tuesday to the Gaurdian Angles, Wednesday to St. Joseph, Thursday to the Most
Blessed Sacrament ofthe Alter, Friday to the Suffering Jesus, Saturday to the Blessed
Virgin Mary (159).
Stephen’s cycle of works to save his soul begins in this section ofthe novel.
Stephen who had been laced with guilt becomes obsessed with performance in this new
struggle to be good enough for his perfect God. With maximum effort, Stephen perfects
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himself and in the process develops the outlandish arrogance of a Pharisee: “I have
amended my life, have I not?” (166).
In a momentary lapse, Stephen’s mind wanders away from his self-centered
efforts of purification at the priest’s mention of Victor Hugo’s name. The mention ofthe
Romantic literary figure sends Stephen back into the throes of memory, typically a tool of
the Romantic poet for redemption. After experiencing momentaiy transcendence, the
poet could then remember and treasure that moment in the face ofsociety or other
elements that would oppose their idealism. For Stephen, Hugo triggers memory, and
with memory, “an unresting doubt flew hither and thither before his mind”(170). The
stirrings of Romantic possibility and religious doubt move directly against the priest’s
next words. “Have you ever felt that you had a vocation?” (170). The scene is perhaps
Joyce’s harshest criticism of Catholicism, for the priest does not offer, nor does he
discuss, but rather, he tempts Stephen. The scene parallels Satan’s temptation of Adam
and Eve in the Garden ofEden. The priest, like Satan, appeals to Stephen’s pride. He
could be above other men; he could have the position to know the dark, hidden sins of
others as well as the power to absolve and forgive. Stephen recognizes the arrogance of
the priests offer; he will not “fall” into the priesthood even if it means that he falls from
the grace of God and the Catholic Church.
Stephen’s rejection ofthe priests offer is the turning point ofthe novel—further, it
is the Romantic moment ofthe novel.
At once from every part of his being unrest began to irradiate. A feverish quickening
of his pulses followed and a din of meaningless words drove his reasoned thoughts
hither and thither confusedly. ...Some instinct, waking at these memories(of days at
Clongowes), stronger than education or piety, quickened within him at every near
approach to that life, and instinct subtle and hostile, and armed him against
acquiescence. The chill and orderofthe life repelled him (174).
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Stephen’s interest in language and its meaning as well as his own identity enter the
moment:

The Reverend Stephen Dedalus, S. J. ...His name in that new life leaped into

characters before his eyes and to it there followed a mental sensation of an undefined face
or color of a face” (174). Stephen’s consideration ofthe priesthood leads him to the
realization that “the wisdom of the priest’s appeal did not touch him to the quick.
He was destined to learn his own wisdom apart from others or to learn the wisdom of
others himself wandering among the snares ofthe world. The snares ofthe world
were its ways of sin. He would fall. He had not yet fallen but he would fall silently,
in an instant. That to fall was too hard, too hard: and he felt the silent lapse of his
soul, as it would be at some instant to come, falling, falling but not yet fallen, still
unfallen but about to fall.

Stephen’s fall is a fall upwards, for it is a choice against pride and arrogance—it is the
resisting of temptation. Upon leaving the church both literally and figuratively, Stephen
crosses a bridge, smiles at disorder, and walks through a latchless door and a naked
hallway (175). He is free, and his happy path parallels the path ofthe prodigal son, only
in the reverse order, for Stephen has not been away squandering his wealth; he has been
away suppressing himself He returns to his home in the “greyblue glow ofthe dying
day” (187).
Joyce unquestionably approves of Stephen’s leaving the Church to listen to his
own voice, and his own voice is Romantic; it had always been Romantic, but the moment
when Stephen leaves the Church is the beginning of his realization ofthat Romanticism.
He will become an artist as a result ofthis discovery, for “his soul had arisen from the
grave of boyhood, spuming her graveclothes. Yes! Yes! Yes! He would create proudly
out ofthe freedom and power of his soul, as the great artificer whose name he bore, a
living thing, new and soaring and beautiful, impalpable, imperishable” (184). This
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complicated novel becomes more complex in the artist’s discovery of himself, for there
are two ways of reading the final chapter ofthe novel.
One might suggest that Stephen’s self-discovery is the perfect triumphant
conclusion to the novel. He does indeed fly by the nets that traditionally would keep him
from successfully knowing himself, his true vocation, and the extent of his potential.
Chapter five ofthe novel marks Stephen’s full immersion into Romantic theory. Stephen
questions his own love of language: does he prefer the rhythm and color of words or the
complex inner lives they represent? What are his views of art, beauty, and nature?
Stephen receives the prophetic call of a mythological character from a past age, and it is
the “call of life to his soul... not the inhuman voice that had called him to the pale
service of the alter (184). In these high Romantic moments, Stephen flies away from his
peers towards the becoming of an artist. The flight purifies his being with ecstasy,
radiance, and wildness of spirit.
His heart trembled; his breath came faster and a wild spirit passed over his limbs as
though he were soaring sunward... His soul was soaring in the air beyond the world
and the body he knew was purified in a breath and delivered ofincertitude and made
radiant and commingled with the element ofthe spirit. An ecstasy offlight made
radiant his eyes and wild his breath and tremulous and wild and radiant his windswept
limbs (183).
These final pages ofthe novel mark Stephen’s recognition of his soul and concern with
his spirit. The flight ofthe spirit and the voice ofthe soul are a manifestation of his
Romanticism, but as Stephen sinks further and further into his Romanticism, Joyce
begins to plant seeds of irony in the text. This irony grows throughout the fifth chapter of
the Portrait and finally blossoms at the close ofthe novel. This ironic reading is the
second mode of approach for the reader.
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Stephen’s modes of self-discovery and independence are ofthe utmost importance
as is Joyce’s criticism of Stephen’s family, women, Ireland and particularly Irish
Catholicism. Also important, however, is the lack of perspective that Stephen has at the
end of the novel. Joyce provides the reader with moments ofreality throughout
Stephen’s manifesto of Romantic philosophy and artistic esthetics. Stephen’s friends
interrupt his high Romantic moment offlight with a call of

■O, cripes. I’m drovmded!

-especially important, for the mythological Icarus did, in fact, drown (183). His friends
listen to his ramblings only because they are paid to with cigarettes, and instructors
caution him not to sink too deeply into answering his profound questions(224, 202).
Stephen takes over the narrative ofthe novel, barely allowing his friends to speak, and
then finally, the novel becomes Stephen’s journal. Stephen becomes the sole voice ofthe
novel.
Disconnection lies at the heart of A Portrait of the Artist as a Young Man.
Stephen has been involved in false communities in the form of plays, classroom lessons,
and the Church. In each instance, Stephen is suppressing himself by becoming
something he is not; in each case, he must speak words and espouse beliefs that are not
his own to qualify as a part of the whole. The disconnection of the novel also manifests
itself in Stephen’s pursuit of women, for he pursues two women who are not real in the
form of Mercedes and the Virgin Mary, and the one women with whom he could have a
real relationship, Eileen, he refuses to pursue except in idealistic poems that she will
never see. His attendance to numerous prostitutes is compulsive rather than loving and
bestial rather than human, and the sheer number of these women makes his interaction
with them almost wholly impersonal despite the element of physical intimacy.
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At the end ofthe novel, Stephen sinks into himself and his own Romantic
thought. It is not, however, a course of action which Joyce approves. The Romantic
flight is too ideal for the pages of Modem literature. Stephen is too alone. Stephen cries,
“welcome, O life!” without admitting the company of any life save his own (275). He
goes “to encounter for the millionth time the reality of experience” when, ever since his
Romantic discovery, he has done nothing but discuss esthetic issues and philosophers
(276). He endeavors to discover “what the heart is and what it feels” but will not feel the
impact of another human being—he will discover these things “away from home and
friends” (275). Finally, Stephen will “forge in the smithy of my soul the uncreated
conscience of my race” but his creation ofthem will be exclusive ofany knowledge of
them (276). Stephen will know art, beauty, tmth, and the beautiful rhythm oflanguage,
but he has neither the history nor the intention of connecting to those around him.
Instead, Stephen will connect with them in the air;
The spell of arms and voices: the white arms of roads, their promise of close
embraces and the black arms oftall ships that stand against the moon, their tale of
distant nations. They are held out to say: We are alone. Come. And the voices say
with them: We are your kinsmen. And the air is thick with their company as they
call to me, their kinsman, making ready to go, shaking the wings oftheir exultant and
terrible youth.
Romantic philosophy permits Stephen to create himself as he desires to be, to
believe and to hope in the ethereal, and to experience the joy offlight, but one must
wonder, a flight to where? In what world does Stephen live? For it cannot be the real
world in which the pages of his thoughts are worth a grand total ofthree cigarettes. He
begins his flight, “away, away,” and calls out to ranks of mythological characters for
help, “old father, old artificer, stand me now and ever in good stead” (275,276). Stephen
cannot stand in good stead. It is simply not possible in the Modem world. Joyce has
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made too many allusions to defeat. Like Icarus, Stephen’s flight will take him too near
the sun; the reality of experience will scorch him and melt the wings ofRomantic
idealism upon which he flies.
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Momentous Life;
Clarissa Dalloway and Septimus Smith mMrs. Dalloway
Virginia Woolf wrote

Dalloway to put life back into literature. Like other

Modem authors, Woolffound the methods and philosophies of past literature inadequate
to portray characters who could fit into the Modem world. Woolf also sought to change
the accepted form of literature as well as the typical character represented within that
form. In her essay on Modern Fiction in The Common Reader, a book ofcriticism
published the same year disMrs. Dalloway(1925), Woolf says “whether we call it life or
spirit, truth or reality, this, the essential thing, has moved off, or on, and refuses to be
contained any longer in such ill-fitting vestments as we provide”(188). Romanticism
had been a theory in search of“the essential thing,” which even Virginia Woolf stmggles
to define. In her essay on Modern Fiction, Woolf addresses the inefficacy of
Romanticism in the Modem world, for”life or spirit, tmth or reality” are things that have
moved on. Old methods no longer worked according to Woolf—old methods such as
Romanticism. Although she does not single out and attack Romantic theory in her
critical work, Woolf attacks Romanticism with force in her novels, such as Mrs.
Dalloway, and her primary method of attack is, like Hardy, Conrad, and Joyce, character.
The Common Reader received much more initial praise than did Mrs. Dalloway;
perhaps the world was not ready for the practice ofthe theory laid out in the essay on
Modern Fiction. According to biographer Nigel Nicholson, “Virginia considered that
hardly anyone had grasped her intention, ‘but that’s the penalty we pay for breaking with
tradition’” (81). Woolf did indeed break with tradition in that she wrote beautifully and
smoothly in stream of consciousness form. Her use ofthis Modem form gives the novel
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subtlety and grace. Woolfs primary character, Clarissa Dalloway, requires that increased
degree of subtlety, for she is delicately life-like. Unlike Hardy’s Tess, Conrad’s Jim, or
Joyce’s Stephen, Woolfs Clarissa Dalloway exists not to die or to be dysfunctional in
life, but rather, she exists to live. Just as Clarissa Dalloway exists to live, there is a
Romantic character who exists to die. Septimus Smith is a veteran of World War I and a
poet—the optimistic vision of this author ofRomantic verse has been shattered by the
cruelty ofthe world and of men to each other. While Woolf herself claimed that the two
were parallel characters, Clarissa demonstrates the possibility functional life without
Romantic madness.
With Clarissa, Woolf presents a solution to living in the Modem world, and it is
the Modern existentialist view that accepts all versions oftmth in combination with the
humanistic “only connect” of Forster’s Howard's End. By displaying these theories at
work in the body of Clarissa Dalloway, Woolf discards Romanticism with the same
strength of Hardy, Conrad, and Joyce and then goes on to take responsibility for the
displaced hope that results from Romantic theory. Just as Woolf rebuilds hope with new
theories and methods ofthought, she also does more than simply destroying the old
methods of writing: she rebuilds with her own new, modem, and functional stream of
consciousness style. Woolf replaces Romantic moments with Modem ones, and told in
Modern form, they create the life of Clarissa Dalloway, demonstrating, in contrast to the
life of Septimus Smith, how one should go about living. With Clarissa Dalloway, Woolf
clearly portrays a life that is tmly worthwhile.
The idea ofthe moment is important to Romantic theory; in creating life within
the novel, Virginia Woolfsaw fit to make Mrs. Dalloway a book full of moments. The
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plurality of those moments contributes to the modernity ofthe novel; the first moment of
the novel comes in its first scene
In people’s eyes, in the swing, tramp, and trudge; in the bellow and the uproar; the
carriages, motor cars, omnibuses, vans, sandwich men shuffling and swinging;
brass bands; barrel organs; in the triumph and the jingle and the strange high
singing of some aeroplane overhead was what she loved; life; London; this
moment of June (4).

“This moment of June” is not alone, however, nor is it a result ofsomething
otherworldly: it is a product of“making it up, building it round one, tumbling it creating
it every moment afresh;” the Moment is the product ofa human being who notices
“people’s eyes...the swing, tramp, and trudge... the bellow and the uproar... the
carriages, motorcars, omnibuses, vans...” and accepts them for what they are (4).
Clarissa’s moments are Modem because they are moments of appreciation for what is
rather than moments through which to transcend or moments through which to look back.
The novel follows Clarissa throughout London on the day she will throw her party, the
moments continue, and although Woolf does not always label them, she does use the
actual word “moment” surprisingly often in Mrs. Dalloway. “Moments like this are buds
■>●>

on the tree of life;

Cl

one must pay back from this secret deposit of exquisite moments;”

“the shock of Lady Bmton asking Richard to lunch without her made the moment in
which she had stood shiver;” “it was over—the moment;” “then came the most exquisite
moment of her whole life...” and on and on (29, 29, 30, 32, 35). These moments
continue through out the novel until its close: “but he sat on for a moment. What is this
terror? What is this ecstasy? He thought to himself What is it that fills me with such
extraordinary excitement? It is Clarissa, he said. For there she was”(194).

!
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The presence of such moments is important to the text, for Woolfs self-declared
intention in writing Mrs. Dalloway was to reveal the myriad ofimpressions that a mind
would receive on any given day {The Common Reader, 189). The Romantic poet would
receive one precious moment; he would treasure it, remember it, and go back to it when
he needed to escape from life, for the moment was indeed a moment ofescape from
reality and the world. Woolf composes a life that is not centered on one single moment
that removes the character from the world, but on the multitude of moments that,
together, constitute every-day life. InMrs. Dalloway, the nature ofthe moments is
equally important as their presence, for they are not moments ofethereal oneness or
escape from reality; they are moments that derive their being from reality rather than
providing the character with an outlet through which to flee life. The moments bring the
characters in the novel deeper into the world in which they live rather than farther away
from it. Clarissa’s moments find their sources in human elements as personal as a
friend’s kiss or as public as the motor cars and omnibuses that made her love life,
London; this moment in June” (4).
During these moments, these characters no only enjoy the world around him but
they also interact with each other. There is community \nMrs. Dalloway through real,
physical interaction with each other. Woolf uses the interaction of her characters to
portray their individual thought lives. Woolf begins the novel with “Mrs. Dalloway said
she would buy the flowers herself’(3). From what Clarissa says, Woolfjumps to what
Clarissa thinks, and the novel enters her mind and moves easily from present thought to
memories of past mornings at Bourton. Woolf begins

Dalloway in the middle ofthe

action just as she ends the novel giving the feeling that the action will continue; the novel
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is not so much a story with a plot, but a fragment of Clarissa’s life. Woolf writes in
keeping with her theory as stated in The Common Reader^s essay on Modem Fiction.
If a writer were a free man and not a slave, if he could write what he chose, not
what he must, if he could base his work upon his own feeling and not upon
convention, there would be no plot, no comedy, no tragedy, no love interest or
catastrophe in the accepted style, and perhaps not a single button sewn on as the
Bond Street tailors would have it (189).

In writing Mrs. Dalloway, Woolf chose to be free, and rather than the t5^ical plot,
comedy and tragedy, love and catastrophe, Woolf wrote life, moment by moment, filled
with relationships.
Most of the characters with whom Clarissa Dalloway connects, both in thinking
ofthem and interacting with them, are prior acquaintances. In passing Hugh Whitbred in
the park, Clarissa first speaks to him and then goes on to think about Hugh and his wife
Evelyn. In thoughts of Bourton, Clarissa’s mind goes back to memories offriends Peter
Walsh and Sally Seaton. Woolf provides a well-rounded novel with multiple
perspectives, for she dos not limit the novel’s perspective to Clarissa, although it
primarily her story. Woolf uses the shared experiences of all her characters to link them
to one another. The view of an airplane writing in the sky joins characters all over
London; neither sees the same letters, and no character is more correct in their own
personal evaluation ofthe airplane’s message. In another example, Clarissa hears a
motor car and as she reacts to that sound, Woolf uses the visible and audible experience
to tie Clarissa to one who has seen and heard the same thing; shared experience links
character to character, thus, the novel moves from the mind of Clarissa Dalloway to, in
this instance, the mind of Septimus Smith.
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Two characters who will never meet, Clarissa and Septimus are both very alike
and very different. Woolf first describes Septimus as “aged about thirty...wearing brown
shoes and a shabby overcoat, with hazel eyes which had a look ofapprehension in
them...

and after his physical description, the text says, “the world has raised its whip;

where will it descend?” (14). While keeping the same form, the tone ofthe novel
changes dramatically to suit Septimus. A motor engine becomes “a pulse irregularly
drumming through an entire body,” and as Septimus sees a car, he thinks of“this gradual
drawing together of everything to one center before his eyes, as ifsome horror had come
almost to the surface and was about to burst into flames”(15). “It is I who am blocking
the way, he thought,” as his wife, Reiza thinks simultaneously in response, “people must
notice; people must see” (15). Reiza the young Italian bride ofthe British war veteran
sees her husband’s madness; “she looked at the crowd. Help! Help! She wanted to cry...
She must take him away and into some park”(16). She hides the Romantic poet in the
only natural spot ofthe city: the park.
Reiza put her hand with a tremendous weight on his knee so that he was weighted
down, transfixed, or the excitement ofthe elm trees rising and falling; rising and
falling with all their leaves alight and the color thinning and thickening from blue
to the green of a hollow wave, like plumes on horses’ heads, feathers on ladies’,
so proudly they rose and fell, so superbly, would have sent him mad. But he
would not go madl He would shut his eyes; he would see no more.
But they beckoned; leaves were alive. Trees were alive. And the leaves
being connected by millions offibers with his own body, there on the seat, fanned
it up and down... far away a horn sounded. All taken together meant the birth of
a new religion—(22-23).
Septimus gives a hint that he recognizes his own madness, the solution to which would be
to close his eyes to nature and the world. While other characters think of each other, or
Clarissa thinks of her party, Septimus thinks ofthe beckoning trees to which he cannot
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shut his eyes. He is Romantic, and his Romanticism dictates that he must connect to this
natural and lively world, even if it means his own madness.
Septimus has lost his feeling, and in doing so, he has lost his ability to connect to
others. He sees that “human beings have neither kindness, nor faith, nor charity beyond
what serves to increase the pleasure ofthe moment”(89). Septimus is the Romantic
character who has seen the inherent fallibility ofthe world and of men. While he had
chosen poetry as an occupation, “London has swallowed up many millions of young men
called Smith; thought nothing of fantastic Christian names like Septimus with which their
parents have thought to distinguish them”(84). The poet becomes the martyr in the
Modern times. For Woolf, Septimus was.
Someone strong of body but frail-minded; someone with a touch ofgenius, of
poetry, ground under by the wheels ofthe world, by war and government, by
doctors; a someone who is, technically speaking, insane, because that person sees
meaning everywhere, knows that trees are sentient beings and sparrows sing in
Greek. Yes, someone like that. Clarissa, sane Clarissa—exultant, ordinary
Clarissa—will go on , loving London, loving her life ofordinary pleasures, and
someone else, a deranged poet, a visionary, will be the one to die (Cuningham,
211).
This London, the London that cruelly swallowed up Septimus Smith, is reminiscent of
Hardy’s universe: merciless and cold. Interestingly, m' .Mrs. Dalloway, the coldness of
the universe ultimately depends on the perspective ofthe individual. For Septimus, the
poet, the visionary, and the dreamer, the universe relentless and cruel, but Clarissa, the
realist, is able to love “life, London, this moment in June” because she accepts both the
bad and the good in life and within herself(4).
Like Septimus, Clarissa sees the fallibility in people; unlike Septimus, she sees
this fallibility even in herself Of Clarissa’s acquaintances, Doris Kilman is perhaps
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Clarissa’s greatest enemy. In her disapproval of Miss Kilman, Clarissa finds hatred
within herself
It rasped her, though, to have stirring about her this brutal monster! To hear twigs
cracking and feel hooves planted down in the depths ofthat leaf encumbered
forest, the soul; never to be content quite, or quite secure, for at any moment the
brute would be stirring, this hatred... had the power to make her feel scraped, hurt
in her spine; gave her physical pain, and made all pleasure in beauty, in
friendship, in being well, in being loved and making her home a delightful rock,
quiver, and bend as if indeed there were a monster grubbing at the roots, as if the
whole panoply of content were nothing but self love! This hatred!(12)
The hatred leads Clarissa to wonder, as Septimus did, if“human beings have neither
kindness, nor faith, nor charity beyond what serves to increase the pleasure of
themoment” (89). She wonders if the “whole panoply ofcontent” is nothing but self
love; if loving life and convincing oneselfto find joy in it is simply armor to protect the
self from destruction. These thoughts do not hold Clarissa captive, for she continues with
her day. She had said she would buy the flowers herself, and so she enters the flower
shop and meets “button-faced Miss Pym”(13). “this beauty, this scent, this color, and
Miss Pym liking her, trusting, her were a wave which she let flow over her and surmount
that hatred, that monster, surmount it all; and it lifted her up and up when

oh! A pistol

shot in the street outside!” (13). Life brings Clarissa out of her trance ofself analysis and
back into reality.
Septimus, in contrast, remains in his maddening and Romantic trance. His
greatest sin in his own eyes is the inability to feel, but Clarissa’s forte is that she has the
ability to feel much. Clarissa’s thoughts are heartfelt, and through them, she connects
with those around her. One ofthe greatest connections ofthe novel occurs when Sir
Bradshaw, the renownd psychologist, is late to Clarissa’s party; his wife apologizes,
saying that “a young man had killed himself... Oh! Thought Clarissa, in the middle of my
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party, here s death, she thought” (183). Clarissa moves into a small room where people
had previously been and finds herself accidentally alone. In this time to herself, Clarissa
experiences a piece of Septimus’s trial.
Always her body went through it first, when she was told, suddenly ofan
accident; her dress flamed, her body burnt. He had thrown himselffi-om a
window. Up had flashed the ground; through him, blundering bruising, went the
rusty spikes. There he lay with a thud, thud, thud in his brain, and then a
suffocation of blackness. So she saw it. But why had he done it? And the
Bradshaws talked of it at her party!
A little more thought, and Clarissa would understand...
Death was defiance. Death was an attempt to communicate...But this young man
who had killed himself—had he plunged holding his treasure? “If it were not to
die, ‘twere now to be most happy,” she had said to herself once, coming down in
white.
Or there were the poets and the thinkers. Suppose he had had that passion,
and had gone to Sir William Bradshaw, a great doctor yet to her obscurely evil,
without sex or lust, extremely polite to women, but capable ofsome indescribable
outrage—forcing your soul, that was it—ifthis young man had gone to him, and
Sir William had impressed him, like that, with his power, might he not then have
said (indeed she felt it now), life is made intolerable; they make life intolerable,
men like that? (184-185).
Equally as dangerous as Septimus’s Romanticism are those men who are almost
inhuman; they are “without sex or lust,” and as they have no passion oftheir own,they
stifle the passion of others. To Clarissa, the error was in judgment—in “forcing the
soul.”

In the face of death, Clarissa thinks about her life and the danger of living; the
“overwhelming incapacity, one’s parents giving it into one’s hands, this life, to be lived
to the end, to be walked with serenely; there was in the depths of her heart and awful
fear” (185). That she should thrive somehow becomes “her disaster, her disgrace” (185).
It was her punishment to see sink and disappear here a man, there a woman, in
this profound darkness, and she was forced to stand here in her evening dress.
She had schemed; she had pilfered. She was never wholly admirable. She had
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wanted success. Lady Bexborough and the rest of it. And once she had walked
on the terrace at Bouiton (185).

Lady Bexborough had been Clarissa’s idea ofsuccess; “Oh if she could have her life
over again... she would have been, like Lady Bexborough”(10). She had not been Lady
Bexborough, but nonetheless, she was living, throwing a party, and standing in her
evening gown alone, reflecting on life and on how “it was due to Richard; she had never
been so happy”(185). Once, she had lost herself in her husband.
She had the oddest sense of being herself invisible, unsees; unknown; there being
no more marrying, no more having of children now, but only this astonishing and
rather solemn progress with the rest ofthem, up Bond Street, this being Mrs.
Dalloway; not even Clarissa anymore; this being Mrs. Richard Dalloway(11).
In this lonely moment at her party full of people, she realizes that through him, she has
found herself “Even now, quite often if Richard had not been there reading The Times,
so that she could crouch like a bird and gradually revive, send roaring up that
immeasurable delight, rubbing stick to stick, one thing with another, she must have
perished” (185). Septimus’s death can become her tragedy for she sees that it could have
and would have been her death—her suicide—had it not been for her relationship with
her husband. “Nothing could be slow enough; nothing last too long”(185). Clarissa
refers to the moment, for it is a moment of intense happiness; it is her realization ofjust
how meaningftil relationships have been in her life. “No pleasure could equal, she
thought, straightening the chairs, pushing in one book on the shelf, this having done with
the triumphs of youth, lost herseof in the process ofliving to find it, with a shock of
delight as the sun rose, as the day sank”(185). Thus, nature is part of Clarissa’s salvation
as well, and she moves to the window to see, again, the sunset.
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Clarissa does not connect with nature as Septimus does, but even still, “it
held, something of her own in it” (185). In peering through the curtains, the old lady in
the next house surprises Clarissa-

she was going to bed in the room opposite...

Could she see her? It was fascinating, with people still laughing and shouting in
the drawing room, to watch that old woman, quite quietly, going to bed. She
pulled the blind now. The clock began striking. The young man had killed
himself; but she did not pity him; with the clock striking the hour, one, two, three,
she did not pity him, with all this going on. There! The old lady had put out her
light! The whole house was dark now with this going on, she repeated, and the
words came to her; Fear no more the heat of the sun. She must go back to them.
But what an extraordinary night! She felt glad that he had done it; thrown it
away. The clock was striking. The leaden circles dissolved in the air. He made
her feel the beauty; made her feel the fun. But she must go back. She must
assemble. She must find Sally and Peter. And she came from the little room
(186).
The party was going on, the sun was setting, the young man had killed himself—but she
had understood—and the old lady had quietly put out her light. Big Ben chimed the
irrevocable hour in the midst ofthe night’s happenings, reminding Clarissa that she must
assemble and return to find old friends from Bourton, Sally and Peter; she must come
from the little room to appreciate the beauty of life and enjoy its happenings, knowing
that the moments of life and the connections in them, however imperfect, would allow
her to live.
The nature of Romanticism is that its goals are not achievable. Mrs. Dalloway
proves Virginia Woolf to be a brilliant and unique writer because in her novel, she
reveals a Romanticism that has become madness and then goes on to reveal the beautiful
and sane Clarissa. Clarissa has moments, but they are modem moments; she treasures
her memories, but she does not rely on them to remove her from present life. She can
take life as it comes, knowing that the letters she sees an airplane draw in the sky may be
different letters to someone else’s understanding despite the fact that the vision is the
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same. She can sink into thought and instantly come back to conversation or a
flowershop. Unlike Stephen Dedalus, she will always “come up for air” (Joyce, 202).
Again and again, relationships and reality save Clarissa from sinking too deeply into her
own thoughts. While Septimus almost seems to remain in one single moment during the
course of the novel, Clarissa’s moments always give way to the humanity that has
inspired them, and she moves on to a new experience and another moment.
The novel does not say how Clarissa returns to the party from the little room.
Perhaps the reader is allowed to think of Clarissa as she had thought of herself earlier that
day. “And Clarissa, too, gave a party. She stiffened a little; so she would stand at the top
of her stairs” (17). From the little room, she might have stood at the top of her stairs,
watching the people below enjoying her party, enjoying each other, and Peter Walsh
would say “it is Clarissa.

The location is perfect for Clarissa Dalloway: At the top of

her stairs, she is it the party, yet just slightly removed from it so that she might
simultaneously observe and connect, and then choose to walk down, to sink down, into
the relationships that await her in the following moments of her life. In Clarissa, Woolf
provides a truly heroic heroine, and her heroism comes in the form ofliving and
prospering over the course of her “ordinary life on an ordinary day” {The Common
Reader, 189).
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Conclusion

Human beings have always needed to hope in something, and literature is one
manifestation of that search for hope. During the Romantic period, men began to hope in
themselves and in their own abilities; Romantics saw above all else endless possibility in
every realm; spiritual and physical. Literature was art, and “the highest art consists in
the intrepid attempt beyond possibility”(Abrams,

Glossary ofLiterary Terms, 108).

Romanticism extended from the start ofthe French Revolution in 1789 or jBrom the
publication of Wordsworth and

s Lyrical Ballads \n 1798 until approximately

1830(Abrams, 105). Queen Victoria took the throne in 1837 and ushered in the
Victorian age in England. While poetry had been the dominant form of writing during
the Romantic period, the Victorian period began to incorporate novels more and more
into the literary canon. Romanticism did not completely die out upon Victoria’s
ascension to the throne; minds do not change so instantly. Romantic theory, therefore,
remained during the Victorian period in books and characters as mysterious as Emily
Bronte’s Heathcliffe and stories as fantastic as her sister Charlotte’s Jawe Eyre.
Romanticism, however, could not live forever, and the Victorian age ushered in
many elements that would debilitate Romantic theory. Scientists and philosophers
dismissed God and the notion of Absolute Tmth; with these dismissals, men could
subsequently no longer believe in themselves as inherently good individuals. There was
no spiritual possibility and no other-worldly realm to which one could transcend. With
the writing of Thomas Hardy, Romanticism began to meet its ultimate end, for he did not
believe in the goodness of the world as the Romantics did and he wrote convincingly to
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prove his case. Other Modem writers followed suit, such as Joseph Conrad, James Joyce
and Virginia Woolf, and although some do not believe that the Modem period began until
World War I in 1914, one must admit that Modem thought processes came about in the
years after 1890 in works such as Tess ofthe D'Urberville's(1891), and Lord Jim (1900).
(Joyce’s Portrait was published in 1916 and WoolfsM*5. Dalloway in 1925).
These authors searched out new ways to write, not because the were bored with
the old ways, but because Romanticism still tainted the thinking ofthe day, and it could
not work

it was no longer feasible in the face of recent discovery, scientific theory, and

Modern Philosophy. Writers created Stream of Consciousness form to provide a visible
manifestation of the break up of Truth. Their characters no longer fit in tight descriptions
and trite lives. The old formulae for writing were no longer because the world was not
the same, and therefore, character could no longer be the same.
Of Character, Andrew Bennett and Nicholas Royle say that they
are the life of literature: they are the objects of our curiosity and
fascination, affection and dislike, admiration and condemnation. Indeed
so intense is our relationship with literary characers that they often cease
to be simply ‘objects.’ Through the power of identification, through
sympathy and antipathy, they can become part of how we conceive
ourselves, a part of who we are (63).
Bennett and Royal are stating what Hardy, Conrad, Joyce, and Woolf prove to be tme in
their fiction: that characters are, in a sense, real. EM Forster’s credo for the Modem
period was “Only Connect,” and while authors created a world within the novel to which
their characters could connect, their primary purpose in creating life-like characters was
the connection that could occur between the character and the reader.
Hardy’s Tess reaches out to the reader begging for sympathy; one knows that she
will ultimately meet a cruel fate; however, one cannot help connecting with her and
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experiencing a degree of heartbreak at the bleak nature of her life. Hardy’s message;
there is no place in the Modem world for the inherently good; Nature and Fate and the
Universe are not so kind. One can see Conrad’s Jim running from himself, moving
further and further east trying to escape the sun. Conrad’s warning; “in the destructive
element immerse,” according to the character Stein. Joyce’s Stephen becomes more and
more Romantic, and thus, more and more disconnected from every element in his life; by
the end of the novel, Joyce has developed disconnection even to the reader. Stephen feels
far away and his ideas even more far fetched. The novel is full offalse community—^the
ultimate irony is that Stephen’s relationship to the reader is also false in a sense, for he is
only a character. Finally Virginia Woolf answers the problem pervading all ofthese
novels. Each character is telling the reader how not to be, and each character finds
himself plagued by Romanticism. Woolf gives the reader Septimus who is mad and who
cannot function, but she also presents Clarissa, the heroic heroine, and in Clarissa there is
triumph.
The triumph is in connection, for while Romantic hope was a hope in the
individual and one’s possibility within oneself. Modem writers presented a hope that was
collective. “Only Connect” became the hope ofthe Modem period; form changed so the
characters could connect, and through the lessons learned from literature and characters
Modernity bred a conscious hope, not in the individual, but in a collective community
working together.
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